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Feminist Culture and The New Order 


righl wing media priKlaim the 
"end" of feminist struggles while sedulously reporting 
escalating violences against women (by seri.ii killers, hustumis 

iind fjlhens, t:ancfrs...l. Thi" Tin?did fascindtii^n with thi^ violfntt’ ih Cinlfst^ nu\ 
nt’W ; theculmitidht.ni ut thi^ (dMiridtinn iti the lUPiiort ihal the wnnu-rL s liheraliori 
iinivvmcnt hascnnic aiiJ ^tinc CLTlatnly Theetfect silence^^ (he sla^in^ of 
feminist paliticdl strategics by making; the ideutiticatiun of aji^eticy virtually 
impiissibkv 

!S!tPl surprising;, the tati'sl pi>lls (a It taken al the bt^ginninj; of the l^ls — T/pne, 
Wni'SHYrAn Mtfch’dPis ) indicate that a ytiiin^er j^etlefdtion of W'omen ntP Upngcr 
I he need' to identify themselvt^ as teminists, saving in thegeiural (read 
narrow I V definid! aimsiif the ^^nnuTi's movement a vteUiry already 
accomplished. Asa recent episode of EpihThiPipwifii/ Tippjpjj/ff pul il: "The F-wiini 
is out, the environment is in!" The havord is definticly not ivut i>f the rear Ives t>f 
market forces which ha^ e iransformid it into a non-w^iird, a ne^^ative function 
pul to rest noi^' that the \ew' World FJrder is in place, demtKTacy has triumphed 
globally, and w'omen go tt^ w'ar. 

hacid with ihis t.'>Tder, thi^rc* is a new urgency to situate feminist culture* 
>c[uarelv in ihe realm of a politics of difference; one that is a>ntmiially eiktending 
and transforming the meanings, sites and histories of feminist praxis. What I his 
means more prtx:iM‘lv and how it atiW’ts feminism's utopian vision of a unified 
siruggte is addressed by rrumy of the ivrilers In this issue. On theime hand, 
difference can all too easily play into the srM.>thing liK-ral pluralism of consumer 
culture w here everx^ need isaii:countid tor. On the other hand, it sevks tt> 
Intervent* in a highly rationalized system of glokil exchange w'hich homogenizes 
and conlains feminisl cultuni*. The prtvarimis dilemnuii inhert*nt in a pdttics tpf 
identity caught betwwn disctmrM^s of aulhenticiiy and the 'technologit*s t>f si*lT, 
Is tht* (Ciinlradictory 1 cornerstone of the feminist movement, at once united and 
fragmented by difference 

It has fHxume fundHimentallv dear that women'scultun' — specifically as it 
Intersctis with the creation/extension of public spheres and new’ communities of 
w'omen — ^is more than ex er central hi feminist ptslitics. This issue of CiiPi^i ffl»Pi is 
devoted to films and i idixss prsductd by women, to feminist criticUm and 
theory. The articles includLd here go beyond the ider^kigy CTitiL]ue of early 
feminist writings; not limited to a particxdar genre or aesthetic, they cross the 
Unmdaries of ptppular and alternative culture to emphasize female authorship^ 
new' forms of historiography and the ethics tif feminist criticism. It is precisely by 
not being tied to the ai*sthetic parameters of margins and centres dictated by 
^it^triarchal capitalism, that feminist culture's havetH'gun to thrix-e. 

/ rf px j I! e M tl re h I'Ssrf n I f 
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Letter from an editor 

luly, 1991 


FlX^m lime lO lirne it is ruM'^h.iry io p^iint oui 
th.it the CiiwJctioTi cnlkviivt' is o\ a 

^Toup (jf wrilerii united in iheii ende^iVirtirs ki 
produce three is.^uesof this tn^fid/tne .innualty. 
Othtwisi‘, we are a dispuir^ite ^^mup And are 
repivsentwl bv a wide vafi^'ty of 
[>piriions/cornfliilnients/ ideas. The two editors 
\vhii MJ^’K.Tvisc the prvKluLiion of eaeh issue a 
free lowliest and include the artick*s the'V cIilk^ 
(aside from thow submitled by t>iher membt'rs ol 
the colleclivej and write the edik^rial io e.ich 
issue. 

As a meflibiT of the C/wmefasH collectivtv 1 
wish to disasMJdatc tnywif and voice my prt>toi 
against thei-Hiilorial which appeared in the last 
issue (No. 21) on dix-umenlary film. The i.'dilorialH 
enliiled, 'Thtvr\% l^>litics And ...Watching the 
Gulf Waf/' sen es to btdh intuKluo.' the issue on 
documentary arid offers a diatribe in digest form 
agaiiLsl the media's reptirting ot the Gulf War on 
tele% ision. The devaslaling ev ents in the Gulf 
during the early m<inth-s of this year (and the long 
term effects which we cannot yet gauge) evoked a 
complex of intense and v olatile t-mollons ranging 
from iTUslralion and anger lo fear 
Understandahly, the editorial reflects iKi^ 
immediacy of the situation and an attempt Ui 
make events meaningful. Nevertheless, 
respcmsible |,x'»lilical a nal ysis shou Id be a rgued 
colierenlly and defended in a detailed context r 
preferably in a full-length article. The 
a.vmpresstd, rambling comments offend, 
misplaced in anedilorial. undermine tht*ch-irge 
against the press's iwersimplified representation 
of the' Gulf War, as drained of '"hislorical or 
political fati." What is mit&t disturbing is the 
manner in w hich a number of glib, reductive 
generalizations creep in, equalling the insidious 
forms of mystification characteristic of the 
tHiuTgev^is media against whN.im the piece is 
directed- For example, in an attempt to isolate I he 
medians use of generic conventions tx^rrow'ed 
from mainstream realist film, the editors tell us 
that "melodrama w iihin tht‘ war mov ie" w'as 
evident in the scenes w'here 'Ve w^ent inside 
Israeli homes to await, gas masks on, the arrival 
of " terrorist ' Scuds, T\''s favourite visual image 
ihroughwl."* Aside from the suspect 
appropriation ol generic nUKli.^Sp here, specifically 
the mclixirama, I he use of quotation ma rks 


around the word 'Serronst ' signals the kotow ing reader that 
these rnissiles clearly w'ere not lemmsl, and considering them 
as such must be another esiample of “ttH* dominant mi.'dia's 
adept ness at fabrication and lies/' The eviitors fail to pnw ide a 
^anlvxt — crucial fads such as the censorship imposed on 
visual rtqx^iis from Iraq Israel's restraint and 
unw'iklingness lo retaliate (a sure disappxiint ment lo be sua*) 
are mnvcTiiently tepassed because they might a>mplicate the 
blatk./ w hite analysis offered. This gtH^s hand in hand with 
comments such as "Israel has always been a strategic linchpin 
of irnperialism-'" (an echo of Saddam Hussein's cri ifc ^ircrrc). 
The ■ wx‘ all know" stvk of rhetoric moves a conflict wilh a 
complex history of pt^liticaf actuality inti> ihe unanswerable 
realm of myth- 

We don't have to resort to peppering editorials with the 
politically airrect dicta of every armchair MarxisK. lo 
itddition, it is disappt>inting to see the lack of any mention of 
I ht' media documentaliim of Canadian history' Given the 
editors' commilmcnl lo national realitit's and cultural 
identity, why m^lect toaddrt^f^ any national representations 
of terri‘»r and oppression such as last summer s "stand off at 
Oka." Hovv s thal fora VVi'slern? I guess it's kHTCkiseto 
hc^me. It's much simpler and safer to bravely take our stands 
on the Middle hast /Gulf war. 

I am not discouraging pi.>lilica! analysis of media 
representation in the issues of CrHcarJinw; I'm against 
simplistic, redudi ve shots from ihe hip in ihr name of 
comrnitli'd practice. This ^i^hould run make its way inloa few 
paragraph vxlitorial where one is excuMsJ I rum addressing 
any claims with rigour or ri-spN-msibility. I, fur one, am wiry it 
d id and I remind our readers thri I we do iwX s|.H''ak with one 
voice. 

rferenre fatvbowttz 
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Kinder^ gentler Cineaction? 


"U'tter fmm an Hditor” kyj-tiuiHitb 

^Ejillingcljrity .in onj^ninp conflict .ind 
a>nEmdictii>n in nur jiiumjrs pt>ticy. Arc we.i 
iourn.ll Ell k>r .i disp^^rdte 

Vfinifly tsf upinii^n, with Eht‘ It'chnical 
commit mcnt to co-pnixluctinn of ^iiy aETiidt^mic 
jiiurnaL Eir jn-^ue j political forum commitltni tu 
and fcminiwii?C>jr hi^tuiy', and 
issues^ combine these aims, perhaps uneasily. 

Thi?h U-iit^r s^vIE^ out tho mih^i acadiMnically 
neutml stance to fiercely, Howei'er, I have 
never been ixjuivLKal abc^ut which direction I 
favour and in my tyitoriat of the Iasi issue^ 1 
fipike as a s^iciatisi to iht^ U‘ft and the anti-war 
moA'ement, as a community. I wanted to 
summarues4»me of the anj^er and giim humLiur 
that ha\ e KsiPinf -commijn stmst*"' hir the U'ft 
pii»st-M ar. pulicularly in rt^ptmse to the media'!! 
ptiwerful rt^le. Any \ iewer of CNN could follow 
lliriise ri*tnark.s atid I assunrLisi our readers' radical 
imlinatkins pilfer wirhe shared M-mse of hisUirical 
and pi>Litical context. Our readers are not p^ilitical 
naits whsi require the spHin feeding |aeobEiwit7 
cen!><priously JtTtiands. Editorials are precisely ft>r 
piilitical pi.ilemicand sharp opinion — even in 
the daily paper, let a I one a leftist hitirna]. 

Vm glad to have spievd upCiwiUtlicw'sbUnd 
rea^rd. Thtise who disagretxi, or don' I define 
themselves on I he l.eft, were, I hope^ prtHoked 
and incited to quistum llwir Eiwn pisst-war 
respimses. More p'nerally, my remarks tned to 
mediate bt'lwt'en ifk'o^retical issues and the 
a>nslant need to deploy those ciinLX'ms in the 
pt>liticaS world, tti bridge that acadeTTiic/pE.ilitical 
nfl a little. Eveiy- point I miide is in a language of 
politiL'al and idei>LogiE:al struggle Vk^itha w^ell- 
knowri history artd a thwiretical tradition w hich, 
far from ^mystifying'', alw^ays combines the 
partks.in and the analytical. However^ theslanEie 
Elf speaking fnvm the U^fl to the U^ft is kgally 
foreign to Jacoh^m it/'s visitm of a respectable 
enterprise. 

This unique cditi'prial ^'Hflicy Ls differed in ijie 
namc of no p0fi/fr,s (tf — just the journalism 
schc4»3 rhettsne of analysis, complexity, 
res|.xnvsiblhty% thoughtfulni»is, etC- — as il th*;^- 
w^ert' wparate from anger, militants and taking a 
position on volatile topical events; this is the very 
ideology the mid La or academia nen er live up ti>. 
C>n the one hand, timid it v series the scholar! v 


Viication: Xiosh, tlie w'iuid i.ssc^ei^m plica Etd, il mnds more 
study; radicals are shridentand emotional. Why, it could 
Like decades to tease out the progressive or reactitmary 
nuanees of formin' Norman's slar persona/ <.>n I he olbiT 
hand, this studious umbrage is disingenuous hecauH* there is 
an ugly politics here. Basically, this is traditii^nal Red -bail mg 
— 'dicta fri>m Marvists" — guess wht>'& nol pari t>f 
aca^table "disparate varicly"? It's only a bil morL^noxiEPUs 
coming from within an osltTisibly leftist colk'ctn e. hut RwT 
Kiilers do try hi kevp up — t'm also '"ptvlitically correct'". 
Tiissible, ihEiugh unintended, avmplimeni asidevthis is the 
slogan of the rc^actionary campniign against feminists., gays, 
racial minorilies and Marxists scs pnmment m I he 
mainstream pri'ss and gltvfully endorsed by Bush himself. As 
fur armchairs, this hoarit^st of petty McCarlhyisins^ hurled 
from dc^'p in the library^ stacks, is nol quile accurate: I always 
decree my dicta friim a regular di^k chair and I did manage 
tEi struggle out it fEir si'veral niEinths of anii^war activity. 

The crux tsf the editon.il is obviously unqualified 
opposition to the war, and sympathy fEir Ehe Iraqi and 
Palestinian victims, jacobim'il/ has nEilhingsubstankive to say 
in resp«inse. To ann<,ni nee profoundly, m<,ipths after ib 
conclusion, thaE Ehe caused "a complex of emtUions" 
pnsumably means Jacob wit/ eiEher implieiEly suppivrted ibi^ 
war or is emb^urassed ti> have iKi pt ►si lion at all. She show's us 
that, far from "'safe", w'ar is a difficult time lo oppose yx>ur 
own natiim and its ruling class. Its the archeEypal moment for 
liberals to scurry for ctwer. You either oppose' or support a 
w^ar; stimelimes the world is black and w^hite as w't'll as 
complex. Just as s'aguelyjHicobowil/ has no defen.se of Israel. 
To say that Israel is not strategic fEir Wi'stern Impc^rLalism i.s 
impossible, (she w'ould havetti dis^igree with generations of 
Israeli and American politicians w'ho' ve alw ays been quite 
candid im this), sei I am ^ddam-baitcd — laughable, if it 
w^tm? ni.it such a blatant svmphm of the im^ia frtm^y w e'n^ 
not to comment upon. By a similar logic, Jacobow'itz is clearly 
in kague with Kuwaiti feudalism. Finally^ the charge lhat 
addressing theCTplf War that ragi^ while the lasE issue Eif 
CfwcHcfieu w'as being prepartxi somehow undermines our 
suppt>rt for Native peoples at Oka Iasi year is just addled 
innuti'ndE*. 

The convergence of tepid liKTalism with new'- 
civnsen aEive belligerence has been a prom men I ideologica l 
trend hir years; ifsa hc-rvict^able attiludeas the Gulf War 
declares, in bU^xl, a new- wi>rld girder. It's depressing to sc^e 
this fashion creep mlo these pages — as 1 said ihe historical 
time is bi>th bullying and ctmiplacenl. 

Scoff rur.-syflj 
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The (Female) Subject of 
Masochism 



"l^adics and Gcntlemon... 
Thnni^htuit history ptK^ple 
have knocked their heads 
against the riddle of the nature 
of femininitv — Nor vviil vtHi 

J-* 

have escaped worrying ab^nit 
this problem — those of ytui 
vvlui are men; to those of vtm 
vvhti are women this will not 
apply — you are yourselves 
the prttblen'i/*^ sighumd ffl-EuD 


b \i S u s it n jVf (j r r r s w n 


At tiJJrr^sfd (l .idlirs .\nd ( ;t<Ti E 1 eim i n I snd evt ]iidc\l 
(thiis will mA ,^yply Et> thi- u m rreud's i tringi iiLiry 

audunit^ wdukt thus him- btvn iirU-ri.s.^ no .tlEKi.’ 

ri»Lf to pLiy tn his diNi'tiiursc olhot than .is pnissiw suh^ivti'^^J 
h>r thi- etisOHT^ k^tuu- on '/^‘niiiiinity ^ I Unvowr^ cvt-H a air- 
WT}' ^l.vrtft^ ,iE tho f^v«.*Tlt priilitiT.ititm ot unEinj^s oil just th.it 
'viornsi>nH ' pn^bk-ni lirnily iTidiL\ilk-s th.it Faud S ^^xclusitPii- 

Jri' E.ii'lics hjivo MklisJ to silent'r thr C>n thi’ Luntf.in^ 

fhi? iLUfrcnt a'surjm^Titv ol inl-L'a^t in thr naturt' ol tfitiininily 
hiis iHfurrtsJ paxistlv htsausi^ ol isorncn's di'sirf to throw 
li^ht on wh.it Vrvud tL-rmtiS the dark asntiiu-nt ' This h-iihnist 
H^jdWif^^NFiy/I^nJij^htennieiit may he stvii Ironic.illv eiiiFuyih .is 
defiling trom atiJ a-ifXMiJiftg diasrlSy tn Preud s admonttion. 
at the end efI ihe sann^ ItvEure tliLit. "It you want to kni>iv 
JtiiFa .itxikjt tern] n in It V; enL[iiire Ifom voiir ow n eiixTienet'^ E d 
lite 

( Vie oE thi' disiinguisl'iing fharacltTisties oi teminist dis- 
course is Eli.ll it attempts t^i mairpi irate iVEimi^ri s e%peTietki.*s 
into its t his >reE leal eonstmelions as a starting ^Tomt tow ards a 
Eiheration ol the lem.iie suhj!is.tT hut, as E, Ann Kaplan ClIii 
tin-ns in Is the Cia/e \lale^ riheralion dties not neeessari:lv 
mean the i I'ssiEtEin ol relltMi ve ai tirrtv 

VViunen wanted, right tv. to aeeepi themselves s<‘\uallv. 
whatever the turn-on mechanism But tii simplv celi-hrate 
wlialever gil l's iis st'\u.iE pleasure sii-nvs tii me to K- Kith 
prohlemalii aiiLl afl tiKi i.isv : we ni'id to an.ilysi- how il is 
that ceriJin things liirn us on. hEiw sexu.itilv lus ht'en lon- 
striictisJ in patriarLhy to prndnve pleasures in the domi- 
nant e-submisMon torniSr hetore we advocate these 
niEnles 

This p.ipef hvy^m as a si^lt-retlevii e attempt to come lo terms 
with and to undi^rstand a ri'sj'sinse eiI pleasure tii a p,irtiE:uLir 
levt. h.imuf] Euller’s Pit k up on SeuJ/j SfrccJ a titm 

w-hich Eon^grounds the ert^logeiiic pEissihilities oE lemiite 
m.isochisrn. a pisilion which, in lihiT.iEed' dak's, is not con- 
sidered te he fHilitic.ilty correcl/^ In addilisin. it was als 4 > 
inniiencid bv fiavlyn Studl.irs AlasiKhisni arkd the Perverse 
Pleasures of the Cinema, oneol EEie mtsre inEiTi^ting piiti.^^ of 
film Ehiisry' and analysis in Ehe past tew years, a p.i|KT w'hich 
relies on Ek-ku/e (who relies on Koik) to refute sE^me basic 
principlt^ of Fa ud's thi'on oi masix hism and consc'^uontly, 
lo siihstilute an aiiti-iK'ilipiir abiding ol the mechanisms of 
the t irtemattc apparaliis Et>r the now conventional one prE^ 
posed by l.atira MuKey in her seminal paper. '-Visual 
Pleasure jin NarTatii'eC inema." As a result ot this do^uble gen- 
esis, the fid lowing piece has bi^-n organ mtci^ tha'e sec- 
tkiiiis. The first wit] deal with the psycliOHina lytic understand- 
ing isf masoihism. es^Mxiiilly as it relatt^ Elii women, using 
Faud, mainly. The second p.srE wi|[ tEmk at masochism as li 
has hsvn invtsligati\i in aveni ivritiiigs on film Tlie East sis.’^ 
tion will analyse a spinet tic fdm. /1iJLu|TOPi Simfk Sfreef. in 
CiaJer to uncover its si rvi etna's ot lemalc masix^hism, both in 
temis Elf the female subjiM in the film ilsili; and the female 
subiLCl in iheaudii'nce. 


« i MASOCHISM AS A PIRVERSIQN 

That maHochistn has a sesuaE etnikigy cannot bi> denied 
freiii,i s first extendi'ii disi iission of nia-HKhlsm E irmif-^ m-ar 
the hc'gi tilling of his 'Three Essays on Srsu.diEv' ol tdUT, 
where iiu he uK-rrations i-niEsuTitea'd in frumaii 

sesuiil K'lia^iour. I le col list*- those' di'\iation'i wEiich occur in 
res|H‘ct ot thi- sexual aim under the calegorv id Porih-r^nui^ 
C those occurring m respect ot the sesual obje.l he calls 
hri't-r^forf^! While he admits that non -genital scn-Miry est’KTi- 
en^.1^ t touching^, kHi'ktiigS are I'sst'iiitia] as pa-Eamman. '-tagi's 
lo the sexuaE aim, i.e., 'nomia]' genFtal gratilicHitioPi in cl F pu la- 
tum, Ea-iid sep,! rate's oil as |H“rx ersi- I host' forepk-a^uriN.. that 
do iiLil result 111 a genital st-xuahlv .AccL^rding to F resid. tfu' 
nutsi common and sigruficanl i>l the pi'r versions i-. wliat he 
a'fers ti> .Js foreplav w hich prixfucc"' p]i'a*.iiri' in unpEi-asure." 
i tv, the desire to infEict pain on the ■'-esual ohpxt. and its 
^eve^s4^ the desire lo h.uv pain inf]iclis.i bv the Eih|H,xt on ttu- 
subg'cl ll is id SLime importance lii ni>te thai t->eud ^.tnisid- 
ere \1 this abc^rratiini as .1 single form. Iiavmg two rnamfe'st.i 
tie>ris, an active' (Sid ism I and a fxissive one iMiisiu hi^niS I h- 
Liles the alli'rnatiye use id the term ‘ AlgEihigma ’ f which 
would give us active' Algolagnia a ltd pLis^n-e AlgEilagnia?, 
but admits that its etymoEogccal mterpretalion as ple.iMire in 
physical p.iin’ is ioei const ricling, hir it onuls fFu- HUieiilary 
expxTieiicts, i>t pleasure m imvjhd pain, through hum I ha turn 
and subjugation *' En actuality, I reud s doimiEion of Sid ism 
and MasEkchisiu cover an i-xtremely broad range ot aclivity 
and affect, with the result that sonu-amhtguilv is present with 
a'gards le> an understanding ot |us| u hat b meant bv In'- use 
of Ihe term jx'rve rsion, a k-rm which m evervdLH sjHtvh is 
highly ihargt'd ^vith con no tat urns i>t de'grLitliUioj!i a nil ^kn'tan- 
cy. I- reud app-ars to soli'e this problem bv ni.iKing a dislmc- 
tioii betwi'cn a socialh' acceptable' ^x-rverspon fpjrt id nov 
maJ sexuality h and .1 MPtiaky iinacce'ptabte’ esiii' s]gnif\'mg a 
pa t He ilog 1 c.i E s-v m pti. im . 

MasiKhism is anv fxissive' attitude tinvards xextaal life- .ind 
Ihe sc^xuaJ ob|ix t, the extreme iitstanu' id w hich apjx-ars to 
K' that in which satistaction is tondition.il upsn suiiering 
physical of mentaE pain at the- liHinds id ihe se-xuaS Eibjix t ^ 

]. Sigmund F-rcud. TT-inininttv.' S Fi vl»I E p. n ^ 

2 Efeyil , p I 

1 Sivi-,p«yially en] \ no A. j^seic i:, b^M. an k-uc whuh 

tixiis^s, oil the niui-ai.idemic rixininkiig ut woiuen\ l■s|XTlencl■s 
with a-g.ird'i |ii their sen ualik- 

A K A. kjpLilli 1s the tM/e Male' in .if f]js,^a^r‘ - cf 

3 . Ehu I his pewiisiirv. sec 1*4111.1 Kjpl.m f 7?c Mydj ,,ir L\,.,rjr^r 

.M4f.cL^p>FP/ a bisik w hich ^eck^ to ctem Ihe cosiciui- id 

lemalc m.!cckL hisin. -tx-ing It .w j Eiition thaE wonicii by its 

very pa^-llte in anaktli distour-H- EkiEvnig it will nol mjki- d go 

4 w 4 V 

Sigm u mi l-a^ud . ' 1 hax- Fss.ns on S- uaJ 1 1 c . ' S J- m h| / Cb-k I^ I 
pi =17 
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By Feminine' masochism 
however, Freud did not 
mean masochism peculiar 
to women. Rattier, the term 
defined a masculine 
variation, in which the 
male chose to play the 
passive (i.e., feminine) role 
of his desire to be copulated 
with /by his father and to 
have his father's baby. 

In other words, Freud lo K* up fhi' p^ir.jiim'ters 

pervLT^iiiTl io incSudi" j non -pejtirj live sidts unu whith ht? 
^iK*son to rlnlm, iscominon i»no|igh in 'nurinjl' pi.H>p3o: 

No hvsillltv porstsn. it iipptMr^, cjn tail to ttiaVv wmn <Siidn 
lion th.iE might bv CjSli'd pervi^rso to ihe nornijl sienufil 
.lini: j.i\d the uni viTSj lily of finding i!t in iisi^ll enough 

lo^htnv htnv in-ipproprijlo it is to use Ihe wsmi ptf^ nrsion 
j tvrm of R'pnsich In the sphere ol sexu^il life we iint^ 
brought up jgjinsi ptvuh4r ^md ii\dtH‘d Insoluble difflcul- 
lK«, as *4^^ as we irv- lo dr.iw .1 sharp line to disHnguish 
mere variatiiin within Ihe range of whjl is physiological I 
fnini p,uhoUigical symptoms 

As li>ng as the Mibiis’l doi-s not become Eixjted on the particu- 
l.ir preliminiiry .utivOy, thereby e^eluding its service .is j 
pa I Si towards ihe hnal sexujiE genital aim. Freud rek^ses 
him/her from the sligmii .ittached lo the possessor of A pfilho- 
I 0 g 1 c. 1 l svmptom The main reason for drawing out .it such 
lengih Ihe dLstinctions Freud made within the genera! eom.'ept 
^HTierston is thji In dealing with female mnsiHhism hH> 
■often E he Sira leg V Ksm to irejl lE as a monolithic problem 

3 wish to kx-aEe it Instead nuit as a p-it ho logical symptom char- 
acteristic of Nick' bt'hjviour (which it mdubiEably might N“ in 
lEs extreme instaner li>r Mime 5. but as .1 penasive aspecl ol 
female st^^ualitv Wy givil will N“ to Iry to understand its oii- 
gins. raEher lhan deny themn as Mime feminists have done, for 
It is onh hv iximing to understand iheir psychical as well a*' 
scKial rea lily I hat women can Hfid real change. 

I»f FEMJ^LE MA&OCHISM 

Most writers on the subject suggest th.it niast^chism is .in 
inherently fem.ile tendency, Often, the Micialp cuhliral. and 


biological conditions are invoktd to underline and emph4si;/:r 
I his relalionship ! 3^'leni‘ IX'Utsict'i, tor wample, reters In 
ma'^ochism as integral lo all ivonien s psychical makeup 
Thixidore Keik cites Tradilion and L^lucation' as lavouhng a 
Aague and mild mastHhisiiV in women, and outlines a bio- 
lifgic.il procliii'itv wherein menstruation, defloration, and 
childbirth pri>nioli- the developmenl oE a rnast>chistic i ns,Ti na- 
tion. 

Freud's descripln>n ol masiHhisiri at ils mildest as any 
passive aim in sexual lite' at once brings up the issue of the 
relationship tvlwt'en passive aims and femininitv Having 
previi>uslv mark^xi t^ff maMX liisni as a p.issi^'e counterparl to 
sadism. Freud roEt^, in 'Anxietv and InsEineluat Life' 

■*V'oiJ will sea reel y hj\e failed to nohee Ebnil snidism has a 
more intimate rekition ivilh ma.MJulinilv and mastKhism with 
temmmily, as though there were a serf el kinship present 
Howev er, in the folio iving p.i^x^r, lecture XXXIII, entitled 
FemininitVp' Freud t>tlers a nii>re pcmel rating kuik at this 
'secret kinship ' 

thie might amsider charac tensing femininity pychologi- 
callv as giving pr^-tt'retxe tl■^ jiassive aims. This is not, of 
Livurse, the same thing as |‘ssssi\‘ily. to achieve a passive 
anti may e.ill tor a large amount of activity. It is ^x-rlups 
the case that, in a woman, on the basis of her share in the 
sexual E unction, a preference lor passive behaviour and 
passive aims is earned into her lile to a grealer or kisser 
extent, m propfrtlon ti^ the limits, restnctcd or lar-reach- 
ing, w'^ithin which her sxwual life Ihus serves as a nndel. 
But we musE ht^ivare in this ot imdefi'stimalmg the influ- 
ens.^- of Mxhal eustoniSi ivhich similarly force wtimen into 
passive situaliiins. All this is still lar from being cleared 
upJ- 

Inten^lingly t^tuiugh, Freud take's pain to distinguish betweem 
temminitv and the femmim.' f^>ositu>n. 1 he lormer connotes the 
sum total of womaiihiHd — lor Freud, an ever-|.H'rplexing 
and mvsterioiis riddle, w'hile the latter merely denotes the 
passive role of behax iiiur. A petMin, whether male or femaks 
ean thus behave m a masculine Eashion or in a Eemlnine one. 
In ‘Three Fssays on Sexuality,' he outlined three diflefent 
kinds ot mascK'hisTnj erotogenic, moraL and leminine. By fem- 
inine masochism howex er. I reud did rriif mean masochism 
pxxuliLir to w omen. Rather^ the term defined a masculine x ari- 
aSion, in which the male chose to play the passive (i e.p femi- 
nine) role of his di^ire lo be copula li.d with/by hi.s father and 
lo have his la I her s baby.* ^ 

A rex lew ot his writings on the topic ol female masxKhism 
indicates that Freud hvptahisii/ed two cause's lor the tenden- 
cy. The laler i>ne, expre'ssed in Femininity.' de'tix'is from his 
ihcxmes laid i>ut in Beytind the Pleasure Pnnaple' (14*22) of 
ihe existence of .t lk>truc|ix‘e or Death Instinct. 

ITle suppression of wi^men's aggressiveness which is pre- 
sen bt'd for them c^mstitution.illy and smpivsed on ihem 
MH:ialiy favours the dexelopmeiil ol piwertul ma.siK'histic 
impul*-es which succeed , a> we know, in binding erotically 
the destructive trends which have been diverted 
inwards.'^ 
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Whilr this Khfsis ni,iy W incornp,! table with the riiflii-r 
t3il€% it IS i?ss4!ritijlty ihr hitter which will mnernn uh here^ tor 
Its in the CX’dip,!! complex h.is mutv ehx'ieus import 

tor the ci nernntk theisn/in^ to iiilk>w* 

in |4|9 FreuJ publi^hisJ ctn rirtiele ivhach deals specihe>inv 
with I he issue ol tem^ile miiwKhism "“A C hitJ is Bein^ Fk^len: 
A Coni rihu I Ion ol the SluJy ol the OrE^^in of Se^ujt 
l*erversit>ns” uses miileri.il >»teLinii.1 from four fem.ile patients 
to t*stablish a fheorv oi eauMlil%- tor sadistic and m.iSLH'his|k 
fantasies aniein|> wotnen. While the numbur i>l actual cases 
examined is I'ery^ smalh Freud slri's.H-s that in (act, the lantase 
under discussion, i.e., that a child is bt^ini^ beaten, is surpris- 
ini^ly IriH^uent amon>^ neurones as well as i^on-neurotics.15 
Nolinji a Jistinctiim between the male interpretation of the 
scene and the temale inn-s, Frexid restricts himself fi^r the 
mt^t part to an analysis of the three female versions, tn tht‘m, 
he discerns Ihr^t' difftrent staj;i^ to I he tantasv xvhich follow 
in chfont^ki'p^ical fashnvn Kaeh sta^e refers to a change in 
identification of the role-players, which in turn n^lato to the 
kind ol .satisfa^iion rx'ceiveiul fr^^m the lantaNi.^iri|^. In the tirsl 
sta^^e, the 'child is always an <llherr the person dotn^ the 
bt^afin^ an adult, laler IJi-nlili^^l as the father. Freud 
this a strictly sadistic rxMxiinj^ in which the pa hent's father 
proves his kwe tor her by bt^atin^ I a 111 others. He kwes only 
me” is the significance ol tlu' tanlasv, the desire expresM'd 
therein The second sia^e — phast^ tw\> — idenlitiLS the 'child' 
as the patient htfse^lh w^ith her father beiiij^ ihe a^x^nt of pun- 
ishment. i am bt'inj^ beaten by my fpither is the expression of 
unmistakably masochistic w'lshx^ This sta^e, Freud notx^s. is 
iincon.scious. never rernt^niKTcslH a ci^nslruct i>l analysis, but 
real nevertheless. Fhasx' thri'e returns thi- 'child' to an external 
I’lther, as in phase one, but etlivts a double exchange, the child 
15 now^ a box-, never a girl, and the father is replactsJ hv a suit- 
able substitute^ niuthority figure such as a teacher Sadistlc 
impulsesan^ thus revertxxd to, and the stron^i; sexual excitation 
which acaimpantes this stage rt^idts in masturtxitorv aclivi- 


FANTASY AS PSYCHICAL ttiAllTY 

in this article, Freud lakes care to insist that "A Child is Being 
!leatxm' is a lantasy, ^rof a rwounting of a real d if e .situation. 
Mol one of the |hrx\^ vanatums of the subftH l/ohixx t theme, he 
^ VOW'S, ix'ould hax'e elicited cons^hous pleasure in the patieni 
if thtw had, in fad, oci.’tirrtxl 

The experience of real scenes ol btMtrng at schixil pro- 
ducexl in I he child w ho w itrix^sxxl them a ptH^^uliarly exxit- 
ed feeling which w as probably of a mixixi cltaraiier and in 
which repugnance had a large share In a few cases the 
Tc^al experience of the nxmx^of btMting was felt to Iv inti>b 
erable. Monswer, it ix\is ahvays a civndition of the more 
S4>phisttt‘attxl fantasies ot laler years that the punishment 
should do the child m-n lu^ senous injury' 

What is ot utmtist impiirlaiue to an understanding i>f the pre- 
sent topic of female masochism as wt>ll as cxTitral lo Freudian 
psychoanalysis itselt is the distinction to be made/ being 


made here belw^ivn what we might call physical' and 'psy- 
chical' re^ahtii^. That the latter is of no k»ss impc^rtance for the 
indix^kduai than the lormer was the chiel determinant in 
l^reud's remmncing of his sxxJuction theory — the child is 
seduced by the lather — in favour of his postulalion of the 
i\\iipal situation — the girl child xvishxxj to be seiluced by 
her father In other w'ords, Freud lound thal the fantasy ot a 
desired seduction provid lo be jusi as real )ust as pt^weiiul a 
motive for repressitui./neurtsses for the individual as the 
physical realisation of the same. However, it is crucial to ktvp 
this in mind as w'e liH^k more ck^sely at female fanlasies, for 
they are often diijicreditecl as being unimportant iviz. 
Hark^quin Ri^mances, the 'soapw,' V%'omen's films/ eteJ. What 
1 w iiuld like to emphasi.^i- is that if we see the fantasy as being 
^xjual in psychical ciiriset|uences to physical reality, then w^e 
can liMik at masiKrhistic fan taste's as represx^nlatix^e of women 
without necx'ssitaling actual physical bnitalitv It is ihe lanla- 
sy that IS erotogeniL, articulating the desire, not the actual 
K'aling. 

lean l^iplanche and J.li frontalis, iri an insightful paper on 
the relationship between fantasy and sc^xuaEirv, call attentiim 

10 Ihe pnme tmpirlanct“ of fantasy, Ihe fundamxmlal obji^i of 
psychoanatysis,' string the function i^f fantasy #.s the rni^ir-cir- 
sce«i' xif dx'sirx*, a ’‘ffirsi'-i'e-sif'ne in which ivhat is forbidden is 
always present in the aclual formation of the w ish/ 17 The 
application of 1^ plane he and rontaEis'‘s notion fanfasy 
film, identifying if as a form of public' fantasy, has been con- 
X'incingly accomplished hy FTizabelh Cowie in her paper 
lilled 'Fantasia' I I4H4J. Jhe section of their work that this 
paper will draw- upon is their concept txi primal fantasies that 
tie beyond the histt*rv ot thx* suhjjtct, but arx',, nevertheless, in 
history, 

Oiiginal fantasies are hmitid in their thx^mahe scope They 
rxdate to problems of origin which present themselves to 
all human beings Wmsi fjcFituTi/rr) the origin of the indi- 
vidual (primal sceme). the ongin of st'xualitv IsidiictionK 
and the ongin of ihe difference between the sexes (castra- 
tion}. 

It is w'ilh Iht* middk' group of fanlasic'Sr IhoM? concerning the 
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i>rinfcn iind til w-'\iiiih!y, that iivi.’ slialt ‘shortly CL^nciTn 

■If MASOCHISM, FANIASY, AND 
FEMALE SEXUALITY 

St llu“ stvtniJ phast^ kit thi' lanl,i*^y A Child Ik-inj^ Ik-ati-n/ 
iitlerprt^k^i '^t iHisi K^m^; KMlt'n hy itiy hitht r' whiL h ■^ingk's 
uiit dll' iiHi-^t jnipnrtaTit \ Lin.itum, the kvy lait h* unliHrkin^ 

[iw 't i-rv ineaiiin^ \bv lAntasy In ph.iw unr. thv iniplKJ- 

tioET. 1 .TI tliv fevatmii; thus LinEa^ii/c: ll.ithir anuthrr 

f hi Ids mas bv ■i'h rrpruMi'ntmg tln^ prtciu^ prL^-XV'djpal 
rntmifiu, 111 u hkh thi^ ■. hilil k-vprL-ssrtl hor I’xptTtLiUini eiI s4>So 
i>l liiT lathi^S low — Mv falhcr KMEin^; tiu- 
Lhili.1 iik'hoiTi S hah', he lovx."s isfily n\v. This phast" is 

not atiLompaiiied hv a j^finl.it e^citaliE^n repres4'nlin>; as it 
Jot'S ,1 pri“ >;i-niLil m^kSe ut n-xuaS oFj;anis.ttion Fiou ever. ihi- 
girl s entr\ iiUi> the stage Ot Ji-eLk>pment. when she 

ntu^E r<.‘i'E>gnt/i' th^' ini^issibility ot her incosluiius diesire h>r 
her I ill her and ttnistH]uenl!i relinquish her exehisi\ e rtlLilinn' 
ship w ith him. aceuunts tor I he MsonJ vanaEinn iiE the tanta^ 
sv E ter p.ir,nio\iLaL Liiw-^tmeiU of htith plea sure and pain is 
ivstnesMsJ bv the reviMsi reading of I he I ext as 3 am being 
beatt^n b\ niv talher ' hreud sees this as molivateJ by ihe 
repression itiose ineestuoiis tee lings i^'hieh have been 
relifcrniiHLi in (he L]niii''nsLiL>us as a sinnig si-tise tsf guilt. Et is 
llii*. guilt VTi’hk h is H'ing nuisl be iilonis3 tor hv Ihe insisleiu'e 
Skr'r insistenkeS Oil the pitnishnieiil. Al I he same time^ houev- 
er, lhi> punishnieiii is inextneably linkeil up lo sexual exeihi- 
tiiHi. 

Mv latfcu'r loeis me’ is turn^-xt mio lather is K-alhig 
me il am K^ng tHMten bv my inUhtTl ' This being beaten is 
noo a eoiii'ergenke oi ttie ■^■iise of guilt iind si'xual love. It 
ss not oTilv the punishment tor I he forbidden genital n-Sa’ 
tion, hut also I lie regressis-e sutwtLlute tor I hat relation, and 
irom this latter ^>urt e, il denies hbidinnit exeitalion whieh 
luids Its injllet m maslurbiitory lIl Is. Here for the first lime 
i^ e ha\ i' the t-sseiikeof masis. histii.^*^ 

In iNther wordx, for Ihe girk punishment and H'xual pleasure 
not onlv kti esisE, but Kximie pre^eonditions for eaeh other. 
Lsing a ihi^sdogkal annilogy, ive may explain this parados in 
lerins oi paternal .A I'h^oIu I ion The girl, sii tiering unbearable 
gLiitl tor her t repri*s'»xxl I nu i'stuous dt^sire tor the talher^ stx^ks 
lo nseive ab^ilulion Irom him. hiei absolutkm whieh may tv 
aehievtxi onb at iier own bixlily expx'ns*- — ihe lJ-antasii^i.x3l 
sin ol ihe lli^sh punished b> mort Hying tin tantasvi that very 
ties tv lioivever. hx-vause ttie agent ot puTiishrnxmt is niuie 
other than lief talJur. the obgxt ot her desire, this spexiaT 
treatnieiU mav bi' rivstl as x^‘ell as thx" tul tilling ot the original 
lint's tuou-^ wish The bisiting beeoines a kind ot genital 
'stroking, llu reby erologenit in this eapairily It must he 
sfrx^ssxxi that Hu- high degrxx^ ot sx^xual exxitemeni asstKiatexI 
with the Kxiling khK*^ not arrt\e Irom Ihe punish mint itselt 
(n Flat w e might tall herm^-tii' masoxhismk rather, it is in Ihe 
uav that tFie Ivating both expi,!tes. erases, anxi at ihe same 
time permit'- the di'^irt'd sexfuetion hv Hoe tatFier to take place 
tliat Hs imfxirtance Ik^s TFii^ tantasy — 3 am hiding tvjten b\' 


rny father — is Ibt^ sc^ttingdieplaLe ot the dx^^ire ter ihe talher, 
lo return to l.aplanche and Jkmtalis's lormation. tlrilv by 
bt'ing punishtxl. punishing herself. Jih^ iSie girl px'rmil her- 
seli to K' sexually aclii x“. to expri^ss her sexual dxsin-s Only 
in this way OTfj she be released trom the total siappri-ssion ot 
her sexuality. 

MaMKhism is not pleasure in pain, nor even in punish- 
ment. but the masochist's real pleasure is iibtainiiJ subse- 
ijuebtly. in ihjl which is made ^xisHible by the punish- 
ment. The masxH'hist musi undergo punislinienl before 
ex ^vrienci ng pleasure. 

It IS bv understanding this prtxisx' pom I lhat we can come to 
understand whx rnaMvhisni plays such an imp ’riant role in 
vv omen's lixes, not as a brutal!/ mg physical reality, or a 
piihohigical p r vers ion. but as a p^rx asiv e entiugh lantasv F 
which allows women tta evade ihe repri*ssive/opprc‘ssivecon- 
stfHiints inipisexi on them through the ik'd 1 pal ivit ion privess- 
es. Hantasiv^. ol rap\ Eanlasic^s ot K-ing taken, brutally or oth- 
ervs'ise, fantasies of humilialion t being ^-tripped, being 
ignored F mav be more easily appnxiched bv ferniniMs it they 
are MLS-n an the above lighi; that is, as Eantasix^. whose' aims art' 
lo I rev up thv“ repress^'d sc'xuality ot their pissessor/ produc- 
er. Ot course, this is ivol lo condone the nwesisily lor such tan- 
lasies; rather, il is to reveal them in order to in ICiplan's 
word'-, how sexuality has bivti etnistructcd in patriarchy to 
produce pfeasurt-s in the domanant-sybniissit>n forms. What 
is ot great concern here is the inexorable linking ot passivity 
w ith hmale sexuality Mf fire fiwa/c hir^elt, in a \ en table x a tori- 
Stition ot the passive pisnion As demons l rated above, the 
passive aim of "being beaten' is a kind ot Irade-off, arv 
exchange^ on the pirt vif the desiring female tor thi' accompi- 
iiving I'xpression oi that vlesirv'. In a society which has tradi- 
lionallx relegated unm.imed w omen to the extreme pisitmns 
i>t x'irgtn/ vs'horx‘. the pipular condemnation ol inertly sexual 
i.e.r ^'xuallv active women. Is a sxviaE tact.-* The maMichislic 
stnicture whii h we hax e punted out at work' in certain ero- 
togenic female lanlasies may therefi’ri' p-rhaps be seen as 
well as an internaliHxi (or inlriviectcdi xxTsioii ol these sivial 
s^mclii^ns, a respmse to ex pxta lions ot disapproxat. I reud 
himsell often reminded his reader /listener not lo overliHik 
the importance of the imposition ol s^nial restrictions on the 
dewlifcpment ot the indix tduuvl. In The Pissolcitioii ot ihe 
CXdipiK omplex riM24l. heattrihutid the female's sup^r-i'go 
construction to spx ifically svmal motix-x-s (i.e .. tear ot loss ol 
lox'e), in contrast to the male's, which he si vs derives Irom 
castration tears, i e., psychokigie.il niotix is. 

In the female, thv-^- changts (i.e the devt'kapment of ihe 
supT-egoJ seH 5 m to K' the risuh ol u^rbringing and intimi- 
dation from the outside whieh thfi'alen her with loss ot 
love.^-^ 

To sum up, inasochistic Eantasits thus may be sevn as evasive 
actions im the part of the desiring female, to express her sexu- 
alitv against all cxlds, in that she herself iSi tneli/ wills her pun- 
ishmenl in order to ;xissiis'/i^ achiex e sexual pleasure through 
the other's intervenlion. 


10 


1^/11 kt«i 


« S ££. 


i 

i 


i 

I 

i 

k 

e 

e 

a 

VI 


It 
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In 1974, l.duFiT Mulvt'v puhli^ht^d VisoLil IMLMsyru m 
N^iirrattvi’ Cint^iriLi/ j.n ^rtkii* of int^slimahli^ iinpoFtanct^ to 
fi-vninist Itim criticisim, for il pusitod thf notitm of tht- 
>[ol]y%voi^ film as a sadlsiio mochanism m which iho lomalo 
filmtr subft'ct was ii\vd as 4 fofishi;^od spLVliiLyLir imagv for 
Kho male spi?cLik>r to nnish visually^ n^lii^hifi^ hi^ own ihoro- 
by €nhana%l phallic power. In 19S4, Gavlvn SruJIar puh- 
lishod a rt^ponse to Muivcy, titled 'Masochism and tho 
Perverse^ f'leasuros of Ihe Cinema' in wlijch she soiij^hl lo 
refute the phallncenlri^m of Mulv<,'V's argument (i.r.. 
Mu Ivey's placing the (.X-dipat sta^^e/ castration lears at the 
centre of Ihe dehairk hy means of a relurn to a pre-genital 
mtKfe ol VLMjal pleasure. Dsinjii talli-s rX'leii/e's revision of 
FrtMJiJS llus>r\r (if masiKhism ( MawKhi^’mr An liilerpri-taliifn 
t>l L^oldne^s Hind Cruelty' >r Stud la r amcc^iv t“s ol the cinema as 
an esscmtially maMH’hislic striiclure in which the passive 
viewer deri\'es p^ijymorphous st^iisiaal pleasure trom loss ol 
rather than mastery of control — pleasure m submissinn Thi^ 
formial structures ass^H’iattsi ivith masochi'^ni ftanfasv, dis- 
avoivaln fetishism and susptMisel are citi%l as mti:^rat Il> the 
cinematic sit oaf ion as well. Irom fX^leu/e, she takes the 
nertiiin, central to his thcrsis. that d is not the Mfircr w ho is ihe 
aj^ent of punish men t/Eihft'ct ol desire tisr the mastH"hist, but 
the FiroffnTj i\"ilh W'hnm ihe child seeks total fusion i.i-., 
death.^^ nils mother, whom fXleii/e reprt^^nls as ^■in iileal 
ol coldness, wiidlude, and deafh/ is tt^und on the senvn b\ 
Ihe female star, who thereby ht^co-mes at once desired and 
identified with hy the male spesia lor. ffow ever. St ud tar's use 
of Marlene Pietrich in her vtm SternbcT^ Eilms fi>ri,‘^roiinds 
the 1 imitations inherent in her argumeEit lust as wuth 
[Xieu^e. whti evinces no interest whatsiKner in the fern ale 
posilioriLd as mawfcchist, sts Studlar, uh\ writL^s out of Kistor^^ 
llu‘ platv of women as subj^ti ol/in thessry. Stud Ear n-mains 
phalKventricallv coiifintd to discuss in ^uafe Issues — ma/c 
spectator, tti-a/c identificatiivns, ma/c stars’ read ions to female 
stars, in her a Item pi to rtvufierate I >iet rich's scris-n image as 
positive rather lhan negative. Fven thougli she ijut^ti^ copi 
ously trom k^minisl ivnters sui a topic i>f impsirlanLe to li-ini- 
nist thiHiry i.e,, ihe mtiiher/child relaiionshtp, it's onlv kni 
evidtmt thal she Hike Fn^id and IVIeuj^e) still means hv that 
dyad, mother, stm rather lhan miit her /daughter, lakinga 
female as our masochistic subject I rather than objects and 
pi>sLtioning the female as spislator, we find lhat the Freitdtan 
Concept of masochism as tmt lined above was much mi>ri' 
tniifful for us than IXHeu^e's coming to terms wtth [u^-l htn\ 
and just why the mastx-histic structure worked. For this rea- 
son. we return fo the Freudian mud el rather than emplov the 
Stud lar/ 1 X‘leu J!e it ^rrsiim , 

An earlier paper hy Kaja Silverm.in, Masochism and 
Subjeclivity' tlMStl) als«» taki's issue with the Vtuhey argu- 
mentn hut she too, remains strictly coiiceriud with the nrii/c 
subject, even ihEiugh the film she analvst*s. Liliana (.'a\aMi's 


pVfy/rf rVirrii. d4H^s have a female masochist at the centre 
Silverman does maki^ a statement near the end i^f her article 
which could, m efttsf, serve as one ol the g^iiding lights Eif 
this study ol female mast H.h ism: 

I would like ki suggi,»st lhat the wrilings of the hislorv- of 
the mafe suhji-L-t, which has bt'i^n going on now for fwu 
thousand vears, but which reached its culmination in 
Fn.'ud. IS really a wriltngHPut of the history of Iht' female 
subft\t It cimslitules an ela Karate denial of passivity and 
maMtcliism.-’* 

Marv Ann IXsine, o\ er the past ten or My vears, has attemplLsJ 
to wrile in the history' s^f the h-male subgsrl in the dnema. t)ne 
Elf her Concerns has beim to find the specific mtidi*s of entry 
LU ai fable tEi ivo-men as sjH.‘clafors of HEillvw-Eiod films In 'The 
Woman's hilm: ]\issn>sion and Address;' IXsine hvussid oti 
the WLiman's hlmsot the 1941K. a gRiup of films made sptvifi- 
callv for a female audien^'e, m order to sev how they position 
th^^ female subjecl -is 1 lewerK t e., what place /space I here is 
tor her Ilh inliabit. Commenting on the 'perpetual staging of 
sii tiering' on display in tht-M.- films, she wondered a I the rela- 
lionship W’fw iHii female lanfasy and the rit^urnng themts* oJ 
persecution, ilEncss ^^.nd death. IXiMine turns lo Freud's 
(. hilti Is Heing IXMlcn.' when.* she pnvilegi's the I bird phase 
m r-it f. Ignore^ I reud's analysis of the tirst two — in order 
fo pnKiitce a reading ivhich deprivi^s ^^'ornen of their sexuali- 
IV iiltogelher, dt^seMialii^es ihem or rather, their fantasies. In 
el list, she si'es masiK fustic fantasies as replacing female sevu- 
-ililv rather than as stimoEus foril 

I bus, sicruiltanisnis with her assumpHim ot ihe pevsition of 
sps tator. the woman not imly her si^xual identity in 
the cimleM tlu- scenario £she has lurmxi into a KwJ bul 
her verv act^;-ss to S€*sualttv Ma sophistic Fantasy jiisfr^jd of 
st^xualit^- 

■EV'hiJe ihi’^ fx-rtnils IXsine to elucidate certain struct urt's tri- 
dent in ti^rtain films, it repri'M-nts a p^irtlcularly narrow and 
hiaMsJ reading of FnHtd''. analytic. For Freud insists on the 

Vi Sigmund I A C hild is Elknng IksOeli; S F. vel.l 7 (1919>. 

p I K 4 

20 Ihi^mlnre Keik, qiiolist m (.alks [.x-leuve. CcEdFii's.!^ 

lUrJ E Frn-Jfi/ fE^rAi. p.TT 

21 It ESf Ej^- tho t ^I^|K‘lvEN.htS dnema ,js ikui example ol popuLir cul’ 
lu^L^ ivi^tan rmi.1 rnnumer-ihle fcnslHinEX->N where ihesiwual wimian is 
L Lmdi^nimsI tn dealh iMme tkwarv. Hebisca, f'sycho, iXx-sM-d to 
kitii. and to iih.imJi'inmenl iKulw Tpenirv. ^Vniivn on ihe Wind. 
tioriL' with tho Wamfl 

22 ^.ignitirid Freud. Thi' tX^^vidulinn ol tht' tXslip.1l t/innplex.' SM 
vo\ 14 n 4^.11. p I7H 

2^ E. nO^Kii Xrudl.ir. Vl.i'Hs'hism rind 'the iVnefst: Pksisures 0 + ihe 
t/infmri.‘ -t^hi.jrfrf'du Ri'^'h^e- tff ftim StuJh^^. VnL 4, no. 4, Fall C|4tH4l. 
p 2 lV 4 

Ka|ri Silierm.in 'MawichisTn -ind Suh|xHl icily,' Fntmtravrk 12 
imsin, pK 
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.■Viidri^s.' ill Ni' I'i-'jorr I I^JT. p77 
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erotogenic nlflM.Khl^»rl^ fi>r Ignoring 

thi!i cispecL t>i>Line negSecis lo invesligftte why w rnafly 
w^itncii w'jnl to iilms ^bi^ut (women's) illnes-s, persecu- 
tion r and dofithr pTetening instt^Tiii to vivw' the w-^holc 
js j repressive pjtnarchjl tactic for di sem bodying /de-wxual- 
ijcitig Wi>men specldtors. 1 tee] thiit this is kni imp^^rlLint an 
issue to write ott in such a dEigm.ilic way. It we shift the 
emphasis from the 'film as ideological prunJiKtioti/ 4 practicn' 
which privileges I he object, la hx4 aE the >vays in w'hich the 
(lomiaSeJ si.H^ctator receivt'sy reconstructs ihe lilmic EexE. E here- 
by privileging the subtt^l, we miglil throw stpme light an this 
problem /issue. 



PICKUP ON SOUIH SIPEfl 

In "Film and the Masi^uerade: Theori/ing the Female 
SpectaEi^r' Mary' Ann CXsane distinguishes Ew'o ptiSvsi- 

ble pi^itions for the w^t^man in I he film audience Eo lake with 
regards to the film she is watching. The first, Eermed 'narcis- 
sistk/ retjuires her Eo identify with the female star wha is 
fined as spl.^■taclJ]ar image ftsr Ehe male vjew'er 4 h Mu Ivey- 
The second position Di>drie terms 'transvestite,' h>r Ehe female 
view^er mu.st give up her se^ iti identify with the male protag- 
onist of Ihe ftim. It is ohi iouh that both p«Psiiion.s arc' sev erely 
li milt'd /limiting for women, h>r the first p^isiEion restricts the 


woman's place ti!i a (spectacular) Kid yv w^hite the second lotaF 
Iv d isembiidies her, at leasi in terms eiI her female self. 
Women's issues, concerns, interests, may bt' thereby gkissed 
over to ft>regri>und masculine themes. The main thrust of her 
later paper The Women’s Film,' as discussc-d aKwe, was la 
m%'esrigate those films m ordtT to E.lis<ern w hetht'r thert^ was 
any other psosition available whtm the w^oman in the audience 
had a female privtagoni.si with whom sht' a>uld non-nardssis- 
tically identify. What she diw.'overt%i was that there w'as a 
curious de-sexualisation involved in such a Iransaction — 
whe'n the woman Kcame central to Ehe film, she lost her st'\- 
ualitVp becoming \ ictiml/ed, passive, subjugated, in the 
exchange. Doane uses Cftaiy/ifr #?cher( tt and Pi^s*'sst>f, among 
Ell hers, as her examples. 

What 1 w^ouid like lo da at this pom I is to look at a film 
that is if 0 t a woman's film, yet which has an ex iraurd inary 
atliludc towards ils overtly sexual female lead, one which 
pt^mils a positive idenlificatiEin lo EKCur m quite an unusual 
way 

Kim Fuller's PpeAmpufi Kwfft Strati made in 1^^2, was ^ 
successful when it was released, not only wilh the American 
public but intematsEinally tw — it W'on the BrEins^e I -ion ai the 
Venice Film Feslivat of Although osEeii.sib]y a P movie, 
it has maintained its repula I ion as a tough, hard-hitting action 
film, shat on a low^ budget as one of Fuller's contract films, 
with no big Ksx office' namt's (Kiehard Widmark had not vet 
Kcome a mapor star), PkJtnp ni'verlheless presents itself E^isif- 
affy (beautifully photographed, with a numbcT of outslanding 
shots), and aijdiiiJfy (the tighi, humorous script and accompa^ 
nying score are first-rate) as a supt^rbly cratted f SonywsKKi 
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film (hat tat furs [he viewer mufc than W'uuld bu us peeled. 
Compared li> similar films fnam the penod (e.g. The Plhvtrii 
Cifv .^farnr, I'hil KarlstaOn and Cjfy, William r>ieterle. 

its priHiuelion valuus .iru quite remjrLibUv Much t^f the 
m'dit for this has to j^tv lo the difi'cttir. Fuller^ who conmv't'd 
thu plot and wmle thu seTtvnplay as w'ull This film, as with 
dll nt hulli^'s films, may be said to he aimtsl at a male aodi- 
efKV^ its eertatnly ni>l a 'w'timan's lilm/ in theeonventitmal 
stmst*. for Its concerns are niale-tariented ihtanour. powder, 
dhunation, pride), tls sXury.spafSi}. tough and v'it>tenL 

Tht- film is set in thu New \'ork underw^i>rld — not tht^ one 
t>f glontithil gangsters as in contemporary' films like Coppola's 
trilogy— but onu of pulty crotuks and -two-biF 
losr'rs. The male protagonisl, Skip ^k■Coy, played h\' Kieliard 
Widmark. is a pickpHKkel who has Nvn caught. C'tTnvicted. 
and ihrcv limi'^ prior to thu film's beginning. Thu plot 

unfi^lds wilh I he thmat of life impris^^n ment for his nevl con- 
viction lianging <w’eT him continuously. His character is i>ne 
ol UHtrt^mu machi^ brax adti; w'hen i,XTnironte 4 t bv Ihu cops (to 
Tiger: ''Gci' on, hit meD, the F h i Ch^ an appeal to his hvyally: 
''Who lares”)^ and in response It^ Candy's quusHi^ning his 
skill as a pickptKkul (“Nu umc catches meD. Physically. 
Wid mark's tight. snirOt>th skin, small eve^. high torebead. and 
ihin lij’^s which spontaniyiusly uni pi in a seemingly smart -ass 
smile, emi'hodv I he innate nastiness of an armiral crwik. an 
embtxJimenI that is inevitably rununisi'ent of his earlier role 
as a Slid] Stic killer m ^i.ss of ( 1447) — though stimewhal 
toned down. The w omen Uio seem to bt‘ slereotypi's. C andv. 
fean IVters. prt*sumabty an e\-prostitutt‘ C'Art^ vou going to 
throw' lhat in my face again? "!, is singksj out from other 
women m I he him by her ap^itM ranee — chtsip costume g^w- 
ellery, tight dresses, k>w-cut iw^klmes. and over-di^rn- lipstick 
^ etks:ls wdiieh serv'u tt> fori.^ri»und her sexuality', cent ring 
her out as an i^h|ecl-lij-bt^toi>ki,'d-at. She is subjts.'ted to praetb 
catly even' kind ot bnitaS treatment pcvsible fora women in a 
film, save raf‘s^ She is punched out. slapped aroundr kickcs-i. 
shovtsJ. and hnally shot in the back bv the til ms end. The 
other ma|4ir lemale charatier is a tinn^i out old slot^l pigotn 
named Mo, Thelma Hitter, actually quite a maternal lig^ire^ to 
both Skip ( "I knew you since vou was a little bov ') and 
Candy. Her refusal lo Si^ll Skip's address to the 'ci>mmic‘s' 
results m her being shot to death The entire actliui of the film 
lakes place within a twtmty-tour hour ^vriisJ, extvpl lor the 
Last H\me in the pivlice station which some time laler 

— all of Candy's bruises haw healtyP VVithm that compresnsJ 
amounl tut timer bkip iniidvertently si eats some microfilm 
about to dell vert'd to some communist agents, becomes the 

fticus of a st^irch by the ^xdke. the F.B I . and thecommunisls, 
falls in lii\'c with the 'mufim' he gnfltsi' (he newr actually 
calls C and V name), and avengt's Mo-'s murdtT and C andv's 

»vjge beat] ng/shi Hating by catching kiey. Richard Kilev. ihe 
pe^pel^J!l:^^ ol both deesis. 

thie of the film's Ifwmes is loyaity lo .America m the light 
of the communist threat to^ freedom, a concern which has 
resulted m Fuller's film being brandL*d by some writers as 
ifvti-communisi propaganda. A close reading 4>t the film 
proves indisputably I hat PicAjfpoFi ,Stro'J runs auinler to 
Ihe spate of anti -communist films w hkh wctu so pn?\alenl in 
the early IM^k;. Skip, w'ho has pt»ssession ot classific'd infor- 


mal ion di-sircsj by the ammunists, never plan-s his national 
interest over his own self-interest, he neWr admits his mis^ 
take in w^nlmg to deal w-ilh the commies. In fact., the only 
way in which he is deflwttsJ from his intention to sell the 
micrciHlm to them is by being restrained physically (he's 
kniKkisi out by a blow' from a biittle) and the micn>film taken 
frt^m him while he's unconscious- A pingoistic film w'ould 
never have allowcsJ the film tti end without S4ime admisskm 
on ih*.' 'hen/s' part that his country' should come titsl. 

Just as this example of critical misunderstanding a^nfmnts 
the commonly held supposition about Fuller's piilitical inten- 
tion, so the untim film can be turned anmnd in order to pre- 
sent a face that speaks to w'omen rather than againsl them 
through objectification and di;^radation in the Mulveyian 
sense'. Mv quest therefore w'ill be to read this film from a 
fein.ilu pjjnt-i^f-view', that is. through th*- lemale character, 
my purpose Kung lo discover the MPurce ot the pleasures 
ottered women spectators by PicJtwp ufp Stmih Stm'f. V-V'hal 
enables, in fart motivates such an inverted rv^ading is the real- 
i/atk>n lhat Candy is not a ai^nvenlional bimNi.' nol even in 
ihe rtvuptTable sense of^ say, iX^bbie Marsh /ClorU^ lirahame 
in Tire fijy Hoit (14^3). The fact thal she's "been anvund' 
nol diHun her to disfigurement and death. Only loey. the 
film's supreme cow ard. uses hi'f past lo manipuLite her into 
doing his dirty work. Candy is nol branded by ihc film's 
moruil iralwtiirv as m countless Hollywot^ pri>duclionSr a 
factor due perhaps lo the peculiahlvof this film in that it dot's 
not seem lo prt^fess traditional Holly w'ood morality. The 
police and F.B.I. are portrayed as ht'ing alnu'vst as ruthk'ss as 
the ccimmunistSp especially in their willingness to use a 
wL^man as bajl Candy is gsven some gmat lint's to delner.. 
lines which confn^nt the male prtUagonist (and male virwi,^) 
by loregriTunding conventional male filmic treatment of 
Wimven. In response to S^kip's watching her while she re- 
aklfvists herself after being ktUN, kid out. she says. 'Take your 
time ItHiking."" Another example occurs some time later. Skip 
has t.iki^n her head in his hands, rubbing her sort' jaw' in a 
very tender tashiim. and priHCtds to kts^ her. at w’hich point 
she exclaims, ' LVies bLx r always do this to you?". Tht'st' wisc^- 
cru’fcck conimeiUs art' not post noil's of humour in an otherwise 
glum tilm. They alsti serve to distance her (and the x'lewerl 
fn^m the specific tilmic moment (voyeunstic. rc^mantic). pnv 
viding a kind nt re-assessmenl of ihe situalupn. conveying 
ups in her a sense' ot integrity and strength CEintradirtory' to the 
presented 'image'ot cheap I rash. While Skip refuses to do 
anything other than 'ptav it smart/ it is Crfwdy whi>. in efftxl, 
obtains the microlilm for the cops, acls as a dextw tor the 
Communist agents, iries lo prevent joev from disccn'ering 
Skip's addre'ss — he w'ants to kill him and clears Skip in the 
end by ri'i using to press cliarges (of pkkpocki-ting) against 
him. White Skip is ihe purported protagi>nist of the film. 
Candy can hardly be said lo play a seexmdary' ri>le, 

There is no denying the mas^ichistic nature ol the 'love' 
relationship m opi SsPidft Sirtrl. Candy's involvement 

with Skip consists chiefly i^f his allemaling an extremelv bru- 
tal apprcxich with an exceptionally tender one — a amibi na- 
tion which pro Vi'S li^ he particularly seductive, btvth diegeti^ 
cally lilt an Jy. ■who falls sii in love with him tlial she willing- 
ly risks her life to save his, uind exlra-diegetically, to the 
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in thi- audicncv as likt"ly In tn- EuniL^i on bv 

lhi*i K'hiiv’jou r as turtu'd off. Rit-n.' art- thiwiiccasiipns within 
the filmic text whort' this iisalLilion tH’curs, each IsPC.itiHi 
inside i>T )nst niitside nl Skip's shack, and hav'inf; a roptiairk' 
ablv siniilar ysiltorn. 

■ • Skip teliims home in llu- evoninK atlt-r beiiif; puIk^J mtii 
the pi>licv slatiisn for qiit^stiunni^ by Ti^or and Atra Stvinji; a 
lLi>Hhli>;hl moving within bis shack, he enters stiiilthily and 
mjnajg:t-s to kntKk out the inlmdiT w itii a well -placed sluj; in 
the 1*1 w Tumini^ nn the light, ho st'os lhat it was Candy whi'm 
ho hit. Me lakes her purse, searches it, removing all her 
monev and Mo's tie. as well Leaving her lying on llw^ 
ho gets himstdl a beer, tht^n gcios hack mor tti her and kuks 
her iL-et in order lo try to aivaken her. When ihis tails, he 
jsiiurs his Iwr on her face Candy gels up, al which ^^pint ho 
thrown her purse at her. teliiiig her to >%ipe oil her lace. Skip 
sesL-ms concomi'd when she rul"^ her jaw. and takes il in his 
hands, gontlv rubbing tl w ith ork‘ hand in a tender caress. At 
the s,^me linio, the camera pulls into a tight close-up w ith soli 
lights on their taces, the rest of the nM>m, darkened Music 
aCL’i>mpanies this moment, a sweet melaneht^lic tune lhat 
bt^onn-s I he leitmotil of their love Skip asks her qtsestions 
aNnit the content ot the wallet, all the while continuing to 
taross her ^iw and kiss her Xet'dless lo say, all ^''1 this is 
plaved in a verv romantic manner. ML>wever, the mocsd is 
abnipllv tvroken when Skip indicati's thal he divsn t believe 
her ston- Che asks how much her brother is ivorlhf, literally 
thn^wing her a wav I rum him I le losses her purse at her, 
pushi> hi-r out the disir. iind w atches, grinning, as she stum^ 
bhsi along the plank to shore. 

Candy ret urns to Skip's shack w^ath |tK?y's deler- 
miiics^ Eti biav back the mien'tilm. Skip calls ti> her, lelling her 
that he is in the baL'k ot the hoos4‘. down ihe stairs and out- 
side. Shi* sits dciwn with him lo clul — they're sc^t against a 
backdrop of New York harlxTur at night — quistioning him 
aK>ut his profi’ssion as pick|.Ttscket. Me offers her a cigan.'ite. 
whith he priKrtMs to shove Ixiwwn her lips (a nice niat ho 
Lounlerpoinl to the famiius Bette Mavis/ baul llenried 
B,igaretle-shanng iropt* from N'ete V^’ipyrrccrl Again, as they 
converse, a romantic atmosphere is i-st.iblishLHLi through the 
use ot soft liKus lighting, intimate ctos4-up shots, and the 
rejxati.\l plaviiig ot the leitmotil. He puts out his hand for 
miini-v. bul she taki> it to caress, comment mg m how artistic 
It is hut <- andv maki^ the mistake of asking Skip how he gt>t 
to he a pickfiih'kel, an intrusion whic h cause's him to react ^ io- 
Icntlv h\ ihnnving her oft him tagaini and rebolling with 
“I low did vou get to what voii are? '. Sht^ implore^ him to 
li>rgi^e her, and. embracing him, kis!x*s him. The theme song 
rtiiurns in the background, and llwv kiss i.'pnce mtire. t andv 
^lak^’s il obvious that she's fallen in kwe wilh him tor she 
tells Skip th-it she's kisses,! a lot of guys, but it never felt liki' 
that before. Skip, hiiwever, ona^ more returns to the topic 
money, asking her how much she brought liir the mivTolilm. 
I ler rvsptms4- ol Sfklll cause", him to react angrily, pushing her 
jwwy. Me taki.'s Iwr mone>' Irnm the purse, and thnwvs it back 
at her. telling her that he dm'sn't believe her story (I'll do 
business with a Red hul I don't have to believe onen. 


Confrontvsj with this namexa I ling. Candy slafys him, but then 
apologised. Furiouslv, he pushed her up the stairs his shack, 
and hurls ht^remplv purse after her. 

Alter s 4 .-i‘ing that Mi> receivt.M a pnqx-r burial. Skip 
returns home to find t andy askvp m his hammsKk. He gives 
her a shove to awaken her. but the ensuing discusshm refits is 
a certain tcniierni.-ss, that is, unlil C andy admits to Skip that 
she tip|d loc*v where Mo Itvc'd- Skip charactensticallv erupts m 
anger, but shortly after calms di>wm, apij]i>gistd, and kisses 
Candy. There is a repetition ot the fight close-up, and the 
theme stmg plays in the bickgriHind. Skip kisMd her on the 
nosi.’. and then indicakd lhat he is oft to colksrt fhe S2‘v,iXll 
from loev. In an irimic reversal of rokd, C’ai^dy hits Skip ovi^r 
the head with a tv>ttSe, kninking htni tnit, riflid ihnuigh his 
p.vket'- ti> find fhe mitTiTti]m,and leiU id. 

^Vhen we take into ^nislderatlon the tad that iMi 

bfwf has a happy ending, with Candy 'as good as 
new-/ Skip rehabilitated tsuppi^svdlyf, and I he two uiutid as a 
couple, u e can h*irdly from Ihe coiuTusion that C andv 

desirt's a masiiihtstie relatiiinship. VVhile an analysis v>l her 
motivations might be interesting, our purpose here is lo 
attend to the film, as lantasv' not 'realitv;' thus we ate more 
concemtd w ilh the effect il h-is on the temah^ spLsrlator It we 
return once mi^re* to t.aplanche and Fonlalis's three primal 
|,intasies. It becomes rlear that the Mulvey nudel is premised 
i>n the third one — that ol castration — appropriate enough 
tor a male audience/ male tantasv; w hile i.1 is die nildiile one. 
that ot SiifiichoFr. that lias more K'anng and signiticance lipf a 
female audience female I an I as v In Phkuff lur St-uffi Sr ml. 
C andv's -i^siuclion bv Skip is LiintiniKnish' plavid ouf aUmg- 
side his punishment of hcT. If w'e kivp in mind the analysis ol 
A Child is Biding Beati.'n' outlimd previi’pusly which was eon- 
L vmed w ith the erologentC role of tantasi/ed seduction . pun- 
ishmenl, we can ste the film pulling into pkiv the erotic tanta- 
sy citmmon to many ^\'imien — the di'sire for si\luction and 
concomitant punishment bv ihe father. It Is for this rtsistin 
that the film has a value for leminist thesuiriug, tiir it enablv^i 
us to reilecl on the intricate relationship for w^omen Ix-tw^i'en 
fanfasv , desire and sexuahtv. 


It IS precist^ly this emtogemc el feet whuli separak”^ Ptiktiff 
luj SrFiiffj from so many other Hollywotd films fhat 

involve female masixhisls A rt^view oi several more promi- 
nent evamples indicates that then^ is a Sjxs.’ial effect' m play 
here that is not prescTit m olher films. In Frit/ t.angN Scfrr/r# 
MWiI, |<sin Ik^nnett and Han l>urvea fHirtray I wo lovers 
engagid in a relationship lhat, for the woman, is t'ssi.'jitiallv 
masochistic. As with Richard Widmark in Miirvea 

alternates tenderness and brutality in his trcalment of 
Ik'nnctt- However, there is an esMmlial and critical ditlen^nce 
in the film's attitude and hence the %'iewcir's altitude tov^ ards 
tlwm, for Ihev are presented as nastv and licious characters. 
The result is that the audkmte is lolally unsympathelic 
lowards them — and ti>tally ompathetic with the ^vrs^m ttu-y 
are victimi/:ing, plav'ed bv Ldw^ard Robinson. Thus 
Ikmnell's murdtT bv Robin wm fwilh an icepick 1 is pri'sented 
as eompli.'telv justif kd and, in fact, well dt'sc'rvtd Ikkh of the 
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le^in Prtrn and Thrlm^ ftiHrf in Ptfkup iph Stiulh SrFffl 


wuiriL'n in iha- (i!m, R^phinM^n's iid^in}; shrt'^'ish wife.intl 
schuminj; pljyed by Bennett, nre sii m-g^Hvclv 

depicted ih^t s l^enule ?ipvt.=ilor c.in nut pissiblv Edenlifv 
with ciihtT uf thcni^ and hence musl pusitiun hcrselt, in 
Divine's wurds, in (he 'trjnfivestile' miKie u^ entry, idenlityin); 
with the pjlhelic RiJbinst>n Mj^ure. A si^rund film lh.it oilers .1 
teindie in 4 rudsuchistic rcLiliimiship is Lin^'^s Tire Piy Ih'^n 
Debbie M.irsh/Ciurij Grdhcime remiiins w'ith her 
ividistic boylriend because ^he rndteri.il bt^nefits — all 
Ihe shtjppinji; she asuld want, and a mink civiE, tent. However, 
af ler a particularly I'tEilent attack in which hr throws btulin^ 
coffee in her tace, she I urns <i^ainst him, helping 
Bdnniun/C-lenn Ford to put hirn away/ While tX-^bbieis, or at 
least becomes, a figure ot sympathy for the audEence, and 
thus permits a psKilis’-v identifkaEiEiii tt> occur for ihe WEiman 
viewer, the difference betwetm this film and Pukup is that (he 
actual scenes of punishmeni are not mederatt^ by an nM'com- 
panying seduction, the male agent of punishmenE is in no 
WAV positively portrayed. The film dtH?s not iher^ litre pri>- 
diKv an erohtgenie efft'i’t in ils masochistic struclure. 


ADDIflONAL NOIES OH PICKUP ON SOUfH ^TtEEl 

The main concern Etf (his paper has been to e\pK>se and 
explain masiKhistic slructures inherent in female tantasv, 
using a specific film text as an esc ample. But Ticitijp alsct lends 
itself so well (0 a psychc^ana lytic reading that I can/t cltvsi^ 


withoul sEiitie reierence to the explicitly sexual ctsding 
exprt'sscxl in it. Candy — her very^ name sugg^^ts swts't sexu- 
al delights — is rA-|Vati\Jly having her punsc^ picktsi by Skip, 
3n the opL^ning scene on (he .‘%ubway (ram, she is unawarv^ of 
(he v'iitlalion (aking plac^-^ under her ntise, fttr Skip, hiding 
behind an open newspsiptT, deliCLifely unclasps her shitul- 
derbag WEth his lingers, warehing ihrough to remi>ve ihe wal- 
let. Each time (herealler that they meel, Skip (ak^^ her purse 
lrt>m her and emplii“s il ot money, on one occasion, hurling it 
at her because it didn'l contain enough to salistv him. We 
hardly ntx.d to refer to Freud's asscKiahtm of a small purse 
with the female genitals in A Case of Hysteria' of in 
Eirdvr io grasp ihe sexual conm>latiuns ot Skip's activities. 
Candy's qui’^tiopi to Skip — ' How many times haw you Kvn 
caughi with your hands wherc^ I hey don't bc^img?" conveys a 
similar double mc-ssige. Candy's Limiing into her ciwn, her 
final control of the situation, is signified in the x ery last shot 
by thi' fact (hiil her shoulderbag — sti easily acnx-ssibk* — has 
been re^placed by a elutchbag w'hich she hiilds on to firnily. 
The conventional substitute for ihe male genilals — a gun — 
IS employ xxl m PiLfriip to emphasize the differenw in pi^tency 
tK“tW'tvn the protagonist Skip and the main aniagonisi joc-y. 
AVhile Skip pridi-s himselt on ihe fart that he never earrii^-s a 
gun — presumably btsjjuse his own gun /phallus if jHilent 
enEPUgh — the cowardly Iituy restsrts to one by Iht' end of ihe 
film, shooting Mit in the face, and t'andy in the back. The 
'subway train' scene at the end, in a beautiful replay /reversal 
of the ojHTiing one, has ^rkip picking joey's pxxkct in order lo 
steal his gun, thert^by rendering him imj^^genl, as the ensuing 
fistfighi reinfEirces, 
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Madonna 
is my real 
name. 

Mabann^. The Fscb 19B5 



Her greatest role is the 
one she was born to play: 
Madonna. 

Robert HqH0F. Lfte 1966 


In jh e^rlv w<.|tii"ncv of SiiSjiFr. Rc^sflntirs 

Art|ijette*s dejwit'U N"i*w Jltscv hoiii*cwiff in tho iiark o(^ 
h*?f kiU’hen picking ihrtiiagh iKi^ rciriLiins n^ her hirlhiJ*iy L'akCj 
watching HiichctKik^s Rrhrrtf on TV Selling vu\ lo n write 
JWrtTfl, to turn that calamitou?i bad idt’nliiicalion with a nlyv 
lerv woman into a gi-MnJ ipiic, Susan St'idelman fast a ihcn- 
unknowm linger namwi Madonna as the enigmatif nhject ot 
the hotiste wife's obsession. Reviewing the movie career oi 
Madonrm, most ffitics assert that her first nsSe as Susan is her 
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bestn and they atlnbute its tiuke success to the fact that 
Madonna w^s "playing herself." 

B)' playing hersiMf I he critics mean that, like her character 
Susan. Madonna is a street oreature, equal parts attitude and 
trashy outfih.. Whal the critics neatly hv in Drs;pfrfrfWy 

is not a street kid playing a street kid^ bui a w'oman 
idenlihed with playing a woman lo be iden lifted with. And 
this prtPtess of idenlilication begins with the singer's own 
image When Madonna states thal Madonna is her “real 
name" she is assi^rting a selfTienlification, an authenticity as 
against an identity manulaclurtHi by imageinakers. But the 
name Madonna belongs lo w^nutjne else as well, to a signifi' 
cant w'oman woman} in an important woslem religion^ as 
well as to the widely disseminated images of that woman. - 
The miMem Madonna may herself, but she is also an icon. 
She identifies w'ith women who have gone before her^ and 
encourages every w'oman lo identify with her 


16 «f 




Twelvt’-yt'nr-old girls, 
liLMd phonos blocking 
out the voices of rciison, 
are running around 
wearing T shirts labeled 
V'lKClN, which would 
not have been necessary 
:^0 years ago. 

John Skow. 1 985 


Madonna, Time 1985 


When [Nancy Sinatra] said 
ready, boots, start walkin'.' 

i, gtv'c me some of those go-go boots. 
I want to walk on a few people. 


As Susdn, is synibiU, >hi' !-iu!rn wisK 

CTud Hilt'S, si^-ptsmkti ht.irs, skulls an*} rvi‘ pvrdrriiiis. 

Unlikf Forilaine’s new bride pLir.il wt-d bv her iiuihilily 
tn i^muliiti^ thr dtMd Kdxvt «i. Ruiscinnii Arquetti NfW lorsey 
btiust^ivife iakt-s un a fluid, d> n^imit idk-iilstv ivhcn. undiT the 
spt^H tif ^imncsi.1, ^iss.uniL’^ SusdinS Shr Sii'^^in \o ht-r 
Itiver, Divin^^i Qut^on ol fht' Ui her Hiudiftirt*, ihe 

StfLinger tu rtMd^rs iiJ ihe .itid .1 ksibiiin pn^^litule 

dnd ds*irist tu her ListHni^-hi-d abjndiLVTit*tl husKind. As ^iuNin- 
hun>;-with-svmtHi3s VlLidimiti^. Kas I hr ivcuh pjwi'T ki tr.ins- 
fiprm. Mct funkv j^icki't i'“il ust\1 Uibt4i.pn|i^ ki )inil I IcTkiri^t I is 
thr liilisman whlt h rfubli's I hr htiustnvif*" Ui linii tKirn.>w niitdi 
thm dfvriup nrw sflrtciriAl, st.*vujl, iind discur- 

sivr idrntiHes. in much thr s^imt- WlIv ih^rt a pair iil 
Nxjts tmc€ gAvr A Hlllr girl grownup Himbilions lu pswiT. 
Whi-n tr.i\ ell 3 ng MjdLinnLi rugivlt-rs ai hotels iintU-r 

the Tiflini.' of silunt sertvn a<, tr^s Diu TAriu, or Kil Murt'sby of 
Thi- Shiih'ririji* SAVi or U^uist^ Rriioks' l.ulii ^ She Ap}VArs to her 
kins as "b.iby oietfich; - a "punk Mie VVt'si .ind MArilyn. 

sIh' is /iAd j \ irgiin. And 
the teenAgi- WAnnabes 
who spent I he summer 
ol wearing VIRGIN 
T shirts v%efe taking a 
word th.ll Ir.idiliipnAlly 
sigbilies mm-identity 
and non-initiAtion, and 
turning il into \hv token 
of idem it y through 
identihCAlion wilh the 
star Ik^rself And wilh the 
rnini“soc3ety uf the 

Itmk.ilikes. 


'Are you 
" it w'as like. 


1 Repi^rtid in Game Fisher. 'True Gonli’ssisins, ['Art I/' 

Sretfi', Junt' 1.1. 1'^E, p3b. 

2 . CiUmeuF photogrjpher hTAntnwcii Scdvullo'x pel nAmi^ for 
Mad^'riTu. 

3. Sarah PiLstmfV, co-producer of PespserflMy StrArPPy iSjdstfPi, tiUoled 

in Lynn Phillips, "'Who's Thai Girl? * Titm July-August 

1^7. p.22. 


Irony ts my f.ivorile thing. 
Ev'cry thing I do is meiint 
to hav'^e suvoral meanings, 
to he ambiguous* 

Madonna, Cosnyopofttan 1990 

Double or nothing she 
lets you have your cake 
and diet too. 

Lynn Phtihp*. Amefican Ftim 1 

Madonna's claitns to ironic ambi^uily u^u.ilty nrci t v^ ith 
suspddon, pt'rhaps mi>sr of \wt ininli.'s arc itrn- 

ously fctroflctivc. TKi? Ljlcr a Vjr^jn and hUtcnnf Cir/ 

were dcclamJ ^'ton^uc in chwk“ i>n!y aft<.T they had bivn Hl- 
uaUy mouthiHJ by thousands of kids - with the rcsu]* lhal 
thAvusands oi adults amusenJ by Madonna's s|XM>fs oi fenialr 
‘iltTii.'olyp*?s itHik up already aKindooed by fickle Eci ns 
ready for iht^ next round of lyrics- 

Hut Mnidonna has indt:\'d dus^eloped a kind svstemalic 
{not nt\essarily irt>nicJ ambiguity dEPublenL^s throu^li her 
%'idctP5. V%'^hile theavtTaj^c rock eid^xi^ fea hire's a dipubk' Jii'^e- 
sis [ypicalSy combining fiHitagv of the band's fH-rformance 
with tcHitaj^e of a liH^s<’3y drawn narrative illustrating thi- 
Ming, MadEinna's clips for Ma^ETh?/ Cirr 

iifiirL aivd iit /‘drf ftipirfa dcvi'lopa significanE variatiE^n on this 
traditiiPiiHil per E o rma nce/ story combinalion- Instead of 
appearing as Madiinrul-fhe-singer and hiring actors to mime 
siT^me tale of unrequited lovo. Madonna plays a character wht^ 
tx-t'upii's Ew'o story spjcis, performing in om- and li Hiking for 
love in the other. In Mafrrifl/ Giri she is a movie-star w^ho 
demands richis on-sert'en, but olf-smTO settles for irue, ptxsr 
love. In V oMr Heart she is a stripper who flees I he stage 
tEi friilic chastely with a little boy. And in U hh Bepirfji she 
plays both a wallfl-owvr shul up in a shrirw, and her altcfego, 

3 w'oman w^'ho masturbates and then siruls ouE epI the shnne 
jnd into the streeEs in a i\%h mffled flamenco giiw'n 

The significance of these split rE>h^ isst^E forth quile clearly 
in Ehe earlii^t of these vidisis, fliprdiTfrirr Here, Madonna 
plays a character who inhabits tw'o worlds strEmgh' markixi 
by the alternation K'lwivn colour and b/w shiek. Vladonna is 
firsi depicted as a stnvE kid hanging out with break dancers 
in 3 colourful flispanic neighUsiirhiHid. She is disco\erid hv 
* photographer w'ho intnxluces her to the b.'iv world ot a 
high fashiEin phiito shcnit, an artificial space mar Ltd as the 
spiici- ot perftirmance by the la<t thal here is MadEpnna sevn l 4 > 
lip^synch thestmg fkPrt/i'rfiPie, V%*^hen the photographer encour- 
ages the nw^phyte mtxlet to vandali/e the fake waits and stat- 
ues of the st^t ivith spraypaint graffiti, the stre^et kid forgets 
w'here she is and accidentally sprays the pholographer s 
5|Hirtscar. The b/w photo shoot sudcfenly flashes into full 


colEPur, and Madonna hightails it kick to the barrio. While the 
return lo ihi harriii suggests that the street kid couldn't make 
it as a niEide] Kvause her colourful persemat life intrudid into 
the realm of performance, the vidiM actually ends w ith a full 
Colour closeup of Madiinna back on the photsi shtxu set, lip- 
synching the last words t>f the song. Thus, rather than valorij?- 
ing one position over another - homegirl over midel celebri- 
ty in XT obscurily ^ Bi^rdETfoic opts for a Ciimpromise^ suggest- 
ing that the stri.s-t kid has found stardom as a street kid. And 
she has done this by bLVimiing Madonna, a star who here 
suggi^ts I hat she hasn't forgiilten her nkUs, and that thiise 
rs Kits have gi>tti^n her w'here she is lid ay. 

By replacing the standard tekL vidi*o combination of story^ 
and pt^rformance space with crosscutting K-twxvn two slEirv 
spaces, Madi'pnna pint^scmts herself not as a performer, but as a 
character hk K- identified with. Thanks to the '^magic" of rock 
\ idisp, the characters Madonna plavs have ifn- ability to liter” 
ally be in t^vo places at once, that is. In simultancxiusly occupy 
two contradictory positions. MadEinna can be a slripfHT and a 
mother, a golddigger and a lover, a virgin and a whore, a 
strict kiii and a star, and she offers this same fantastic vers.^ 
tility tti the wx>men who identify themsc^lves with her. 

I In Express Yotirseff] there 
wasn't a man that put 
that chain on me. I did it 
myself. 1 was chained to 
my desires. 

Madonna. Sighfitne 1 990 

There's no mistaking 
\ Justify My hope] for porn 
because it carries such n 
firm point of view. 

Jim Farber. Weekly 1990 

It Madonna were a film actress she wxiuldn't be Madi>nna, It 
is only in (he wivrld eiI nx^k videti, w'here the pt^rformer takes 
precedence over the typically anonymous shrector, that 
Madonna CEiuld emerge as the author of her own destiny. 
Maying paid tor the taprcjis Veiirscff videii w'ith her own 
money, Madtiiuia i Eiuld (ubtifiably claim that bhe had chainciJ 
herself ti> that lH\h hir even if the pn.>p man physically pul 
her there, it was Madonna whEi bought Ehe collar. When Iwr 
latest \ ideo, .My Luet, was banm^d by the American 

vtdiSLi network, it was Madimna, nol director Jean-Bapliste 
Mondiiui, who was asked tE.i explain herself. 

Apjx'aring on ABC 's iViyftriinc with her collar buttoned 
high^ hair pi mud back and pen m hand. Madonna aeltd as if 
■ihe were taking a meeting with Fiirrv'st Sawyer, defending 
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hiT drtistk' freedom in a very bujtine^is-like tn^nner. While Ro-i^iinj Arqurltr tnd M^dorinj m 
SawytT Itxl his through the st^mdarcf AmeriCiin rnedij 
dt^hfite on Jirtistk- favdom vs. re!ipi>rwibilit>', deliv- 

ered an unusually LMrui-st dcicnev of the la.^iify Mi/ Love 
video The ambiguous stance of iho mid-eighti^rs' Mah-rjiiK-irl 
gave ^ay to j diH:laraEion of artistic integrity as Madonna 
explained iwr efksrts lo deal honestly wiEh sexual fantasks in 
a era of gn^ving mnsen atism and t™s^>rship, and cUtd 
inclusion of information on A IPS and birth control in her 


records and conceits as evidence of her fi»sponsible aEtitud 
tovi'ards her young audience. 

Mad^mna alstulaimcxJ thaE MW routinely challengis, her 
on specific shots or sequenci^ in her vidiHis. In the n\ent 
p«ist Ehe sEa lion's censi>rs obK^~ted to the chains in 
Your^if, ihv sewn up lips oi the i\>fpse in Palhi-F, and 
Ehe Si^- through blouse m but allowtd Ehe tap^s. 

to be played when Madonna refused Eo make 
changes. This time. Madonna claimid. the network 
failed to cite a single offending image and instead 
condemned the video for itsovtTall tone And w hile- 
wire services were quick to provide lists of objev'^ 
tionable elements (Af^s “\oyeurismr bisexuality^ 
cross'dre^sing and mild sadomasochism'” or 
Reuter's 'lesbian st^:^ replete with black leather 
and semi-nudily"i^ and alternative papers 
such as Toronto's WOW ,Vlifyji:uw/* and New- 
Vorks yiWtiyf claimid homophobia 
as ihe motivation for the ban^ I would 
aigue that it was, in fact^ the overall tone 
which scared the network censt^rs. For 
lui^iify My Lini* st'nds a message w'hich 
is fust as shockingly e%plicit and 
coherent as the cme w-hich the newly 
serious Madonna broadcast on 

Unlike mwt rtxrk videtts /wsfj/v 
My Lut'c gives the impression 
that il was shol to be seen, 
rather than merely glimpsed 
At a total i>f fifty dive shifts il 
goes pasi at onedifEh the spi-id of 
Madonna's Fep/css ynjirscff, trading the 
standard video "montage aesthetic" kir a sE>de 
biised mos'ing camera work. And %vhlle in T.tpri'ss Vniirsfdf 
Madonna is seen in screen difftTent costumes on s*‘ven differ- 
ent sets, in My Llpev she wears a single multi -la vend 

ensemble aru.i moves thnsugh the tw-o cnntigucnis spaciSi of a 
Kt>tel comdor and nnim. 

While It eschews tht‘ standard elements of vidcxj inc<^her- 
entv. iii^Ufv My Ui'cv doc«i ik-velop its cmn kind lElegIbilitv 
thri>ugh its use of grainy h/w stink, its cankd angle's and its 
frequent, seemingly haphazard shifts of fsKus. Traditionally, 
roi‘k video illegibility created through eiliting patterns and 

4. Ri-pcpited in Ck^n <TBriert. "M.”* fnfen'irtc’ June I^X p 124 

5. See Kate Lazier, "Gays C harging Homophobia In Ikinning tlf 
MadotUki Video,” iVOW Dei. emKr 6-12, iwa. p.LT 

b- See Richard Gcildstein. "Fret^ MTV?" The Voice Lkveniht r 

IftJ'fNO, p.52 


the 

use i>l mul- 
liple sets Lind cos- 
tumes serves to code Ehe 
video as lanlasy, as a senes td 
implausible actions occurring in impossible 
spaces The illegibility of /Visfdy My Loir points 
instead to I he chimerical nature ot tlw sc'xual Eanlasies actual- 
Ey a'pri'si-nkvf m the videtc in much the same wav that the 
fetish gear habitually worn t-ny rock J'tars and vid^’o exiras 
here reverts to the bedrotsm, where it originati.d, and once 
again is stvn to serve its primar), sexual puirp,>stv ITius. on 
one lewlp the ilk-gibilily of fuMify My hnr s<4f-auiS4’iously 
highlights the am^ entions ot r<K k viditis Incoherence, there- 
by making iho hidlowness of their purely tormat fanlasiesanj 
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their iins.itislvLrkg N^irtundl i>t j delerri\i si-\udlilv 

perfivtlv explicit. 

Oi dniither level, the f^Trmdl ilk^ihitity o| Ju'ifffy Lnr 
pftPiTiok“* j JiHerent kind visiKilitv thnnigh its eviKM lion of 
the hnme-vid4;>o. l ike the MALlnnn.i\ M.Tminglv 

5]opp\' i\‘4xirJ of her S4^xu4l hipnks becnirn.% dii enilli'sslv f.is- 
ctrutin^ Jneument of specie], pt^rsimjl i-venls which, hcxviuM' 
0^ ilsldck nl detdikxl niirrdtive, enctpurni^es inlense siTuhnv iif 
the individual imd|fves during rejxMt scn^entnjf^s. Hv cdstin^ 
her '*red]-]ile btvy friend,” Tnny Wdrd, hef feUmv ^evudl 
loufist frolicking in a Pd ri si an hi>tel, MddnnnLt ^Uiirnnt^vJ 
this hivnie-\ ide<> effect. Its sua'ess is eltK|uently deintpnstr.ited 
by a tabloid headline altribufi'd to Ward %vhich reads: “Pm 
Madonna's kinky Sex Sla^'e: She Tt>rlure> Me Por Kicks'”^ 
While the mainsfreafn prt^ss h.is nofevi VVard's rLsen^blance to 
Sean Penn, and the Libloid "expert" cL\imid that Madonna is 
getliny; revenge on her abusive ex-hushiiid hy "tiprliinng"' In^r 
cwm-nt piirtner. Ward is mi^re nearly ibe archetypal .Madonna 
fan than a Sean Penn substilute. Writing in Michael 

MustL> has repxprk'd that Wan! often dn^sid up as Vladonna 
and ctpntessed tti entertaining sexual fantasii> about the star 
pfinr to his inviplvemxml with her. t'ppitimi'nling i>n thi,-^ cou- 
ple's shjrc*d: inlert^ts, Muslo n rites thal Ward has "a 3 wavs 
hpi-n oP»si»ss4\1 wLih Madonrui pusl like I Madonna has] ahvays 
been obsessisJ with Madonna."^ Thus Uf^tity Mw Loiv plays 
like the recsinj of a dream vacation in w hich Madonna takc“i 
her numht^r one fan lo Paris., and giNes him sismething tc^ 
write hipmciibiiut 

Madi>nna is the unusually still centre of I he S 4 %ual uni- 
verse* ot fu^trfu My Law. Having arriv-L'd exhausled M a hotel, 
she cnlla f»sc»s into the arms of her lover and emb<irks on an 
invigorating st*x sessurn m which she fulfills her variLius tan- 
tasies wilh Ward and several other players. While M.idimn.i 
only takt's fw ti partners. Ward and a w^oman. Ward c.ivi^rts 
separaltdy >vith ihrcx:^ w^omen, and collect ivelv with tw >5 men 
in dragj dressing at different times in street clolht,*s, Knidage 
gear and the remains of a drag c^xstume And although Ward 
and the either players bend thc'ir genders thmugh coslume 
and frequent pari net ehanges. Madonna remains Madcpnna. 
Whereas the singer's earlier vidt*os pnsitisJ a dual-idvntitv 
constructi-d through ideniification with a star like Manlvn or 
with the good girl and bad girl positions! n^nd realised 
Ihmugh multiple ciistumes, sc"t changes and aggressiix^ edit- 
tng siralegies, fur-tit^ My f.ipzv uses a single, complex kxistume, 
ind a single continuous spat\* surveyed by a moving camera 
in^sfder to firLilly actualize Mademna's st'lf-identificalmn. The 
star has the abdity tti transhirm those around her ihrirugh her 
fantasies, and to make Ward's dreams come true. She gi^es 
the players dynamic identities, w ithout, how-exer, affi*ctmg 
her own. fiereai Last is the single Madonna, theone^and-onlv 
Madonna. 

The sole suggestion of duality in lusttf^ .My f^pz-c arises 
from Madonna's mimed laughter and the mtH“k-embarass- 

7. Mnis t'jrlfa januarx' *2. 1 W I . 

S Michael Musio, ‘Thi' iTnmaculate C^mnectioti," t luhixrt Miifch 
20, WI,p W 

9. Susjn honlaifc^^ "The I'nrnsPgrjphlL lmagin.itiE>ri." A S resin Snnlay 

(MeW' York. Vint.ige, p.2lSi. 


mint of her “you caught me l^Hskmg” giggle, and the exultant 
"I got aw’ay with it” laugh she indulges in as she maki-s her 
i^ape fri>m the hotel. This laughler functions both as part of 
the lanlasv proper and at I In* level of its staging, it is deliv- 
ered tEf her ctihisrl s in thi.* video and to the a ud ience w^itchi ng. 
II is the laughter of the true ironist, the laughter td self-con- 
sciousni*ss rather than ambiguity or doubleness. As such it 
ends hy emphast^ing the unusual cohi*reiuT and consislencv 
of I he pi>sition which Madonna km^witigly ^wcupies in /tisfj'fv 
My 

1 1 M W could n' I cite a single of tcmdiiig shot tir sequence in 
I lie video it is mvt becaiiH" the entire clip is offensive, "wNdly 
Concerned w ilh sex,"' or “porntvgraphic " As Susan Sontag 
argued livenfy years ago in The Pomographic Imagination", 
pirniigraphy, in order lo achieve its intended effect of arous- 
ing its user, must allow- for identification with a sexual p<isi- 
tion only nominally oicupit'd by a Iw'o dimensional character 
in the text.'* I. ike the wsirk tif CFenel, which "Sc^ntag argues is 
not jH>rnographic, My f.eiv provides instead a fulty- 

dexcloiped account iil I he “aulhor's” <,iwti sexual artnusal and 
escapades. Kewriting the usual scenano in which a ivoman 
enacts a man's fantasy or is made lc^ conitsis her owm secret 
wishes only in order to arouse her male partner. Madonna 
translates the discourse of female sexual fantasy into a asher- 
ent and prEhiucli^e demand for sexual action What set the 
Censors off at MTV was not the thrc^al tjf ad^^lescent arousal 
tlirtuigh the medium of Madonna's video image^ but 
Madimna s explicit declaration of her o^%'n si*xiial arousal, and 
of her self-conscious investment and pleasure m her uwn 
sU|.H'r-sexual Image. 


Bit I Zl-iiMt: 13ii yiHj ever feel black? 

Maix’inna: Oh, yes, ail the time. That's 
a silly thing to say though, isiTl it? 
When I was .a little girl, f xvished I iv%as 
black. All my girlfriends w'ere black. I 
was living in r\intiac, Michigan, and I 
was definitely the minority in the 
neighhourhi^tid . White petiple were 
scarce there. All of my friends were 
black, and all of the music I listeiYed lo 
was black. I was incredibly jealous of 
all my black girlfriends iH'Cause they 
coiilvi have braids in their hair that 
stuck up everywhere. So 1 would go 
through this incredible ordeal of 
putting wire in my hair and braiding it 
Six that I ci>uld make my hair stick up. 

I used lo make cornroivs and ev'erv- 
thing. But if being black is synony- 
mous with having m>uI, then yes, I feel 
that I am. 

Rofiif}g SfOfW 19fl9 
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M.klonn^i's is n ct^minun, tbnugh pcHvrly Jrtfccu- 

I.ik\ir thcTTii: of pi^puLir pres* liternlure. It Ls j themr is'hii.h 
diiles biiek to ihe lime bi^^ere Miidueinj rrUvis^Mi hi ^ 
when her first t%v» singles did well im the Ameriam d.inee 
eh^irts ^ind everybody just assumed she was black. 
Throu ghoul her career Madonna has iraded on. elhnieities 
other than her own {Italian AniericHink using the magic ol 
'')imi Mendrix's [acki.^" to cast a spell in rSfsjxvrtteJv Stvlijrpc 
Siisapp and casling hersell as the MispaniC'gsrl-\vhi>-mak<,^- 
gtHxJ in the fterJer/jiir and Jjj fsJa ftjirpjfcf videt^s. Tile prsi-gres- 
sinti outlined in the Rolling Stone interviews which lake'* 
Madonna from the phase of the wsinnabt' emulating black 
haitdiTis to that o! the participant in the hlaL'k i-SM-nce "mhiIh'' 
was tuhilkd ii^ I he l**H4 \ iJtt! A FntvtT. Cond emiuM at 
the time i>f its release by religiivus gn^u^’ts appalled at the sight 
of Madonna dancing bc^fore a n^w of burning (.“ri^sst-s, f.ikr A 
Pnm'r is actually a treatise on racism nuticulateii l 1 round a 
Complex line of identifications uniting a murdered woman. 
Madonna, jt^sus, suffering saints, and a tals4,']y a^vusiM black 
yckulh through imagt-v ol their shared ivounds, crtfcssi?*. cells, 
lightly ctirUd black hair, and, i.>f coursen (the immortal} m>u I . 

While the banned ^ideo fi^r lu^irfy My /.ere marks 
Madonna's break with stars such as Marilyn, and with multi- 
pli-. stensTtypical female ptisitiims, it also signals a new pha?<' 
in Madonna's relationship to "bfackness.'' a relationship 
w'hich IS becitming increasingly ci'uupkx and vxploitalive. 
The song itsc‘11 eviden^\“s a continuing identification with an 
emulation of " blackness." Written by black retro-nK’ki r 
Lenny kravit/., f notify My Laiv alscs features "additi<.Tna] 
\'tK.'als"' by him, aiid bukists hI talking Ma^.3onna whii approvi- 
mati's I he tough tones ol black rappers raisid or\ the stn^'ls 
by playing up her loiver-middle-class Michigan accent. The 
song's rhythm track was liMt'd trom rublic Enemy's Strwnfy 
of f^re Firsi IVurftf. and because Madonna claims she knew 
nothing ahs^ut the origin of the track supplied by hiT produc- 
er, this sample sounds more like a blatant £i^r tnefelv stupid) 
white appri>priation of a black musical strategy than it does 
an homage to Tuhlic Fiw^my. 

Giv en her rejection of past f™ale ri>lemiiLdefs in the vidwi 
lt>r ftfstify Mu iinH\ it is not surprising that Madomia's resrord- 
ed emulation of 'blackm-ss ' doe's not translate onto vldtHj. On 
scret'n Madonna refuses the role she assumed in f jHe A fVaiftT, 
and here assigns the task of embodying ""black n^'ss" to some- 
one i■lsc^ Ot all the characters in fn^iffy My Lmv only one is 
black, and his racial difference' is echotd by several other dif- 
ferentes. While the otfu-r players indulge in emssdressing and 
various forms of h^replay, Hus single black male is clad in a 
genderless black dancer's umiard, and bcKigii's through the 
franw' wtlh the sole purpiwc' of drawling our attention to the 
other entangled tHdies. It is I his androgynous black figure 
ho opens I he JtHsr to Madonna"* hiiitel rinmi. literally giving 
her accL*ss to the realm oi sc‘jsual lanlasy w ithi^jut himst'lf pai- 
tici paling in the fun and games. 

Rather than being a character, this unarticulated and Inar^ 
liculale figure stands as an abstrael idea, or an e^sen^it'. I le is 
ihe physical match for Lenny Kravitz's '“uh-uh"’' backing 
v^jcals im the rect^rd, viicals wbich stand in sharp contrast tcj 
those of Madtmna's first sc-xual dirt'ctixvs ssing }hnkv riirfky, 
in which a female ehttnis rept^ats the lead singer's words in 


iiitordatiLe with ihe t‘'.labiLslu'Ll *«liindard lor identification 
ui|h \tadoiina (hrough eniulaniin. In A Pniyt-r Madi>nna 
embodied and redeemed blaekness by identity tng herselt 
w'jlh Ic-sus, i^'ith I he sa viour- who- id eiui Ill's -with -thoscMsIhe- 
fSives. hi pi^-tity .VI 1 ^ the singer buys and b^irrow^ "'Mmr 
on rt'cord. and represents il on video through an aHt-sual. jmi- 
latid figure whi> enables Madi>E^na to construil her inti'gral. 
unique identily a I Ihc^ct^st ol his own, 

i:>r. King, Malcolm X, 
Freedom of Speech is as 
gtuid as sex 

Madonna. ‘Rock th« "Vole" 1990 

Sex makes it ptissible to 
imagine a world where the 
suspension of power is hot. 
In Mv kei'c], gender 

is as mil table as costume 
will allow, and no one's 
permanently on top. 

Richard Goklsietn, The ViHage Voice 199Q 

Through lustily My Love Madonna has constructed for her- 
self an mti'gral sovual and profi.-ssiimal identity and an artic-u- 
late se\uaE politics, bul al ivhost' expense and to whoso 
advantage^ As Vtadonna beromos more and niort' succi-ssful. 
il gets harder lor the average let'll w annat'N,' to emulate this 
star w ho has given up vintage rags for designer duds and has 
left I be* strtvts of theKirrio for I he boardroinm of hentwni film 
prodticlion compiiny. VVriling about My httr for The 

Village Vok’iv cfiitc Kieh.ird Lioldstein tfvinked Madonna for 
making it ""harder to hurl pcs sple,"l" implying that ihe legions 
of Madonna fans who lormerly identifitsJ with her through 
cliithing will iu>w‘ identify willi hit iiew-ly explicit sexual poli- 
tics, that is, w ith her acceptance of gay and other sexualities. 
On fir-*! appraisal (Goldstein's assertion secerns shockingly 
nawe. For it is obvious that, ralhir tlvni signalling libcTation 
lor gays ani.3 k^bians, the ''suspension of power" atid ’“erotic 
dissent"** which lu'^itty My suppos'd ly pri^fxagatits will 

first of ail signal ideivlogical or sc'xual libc^ration for a certain 
class of straight, white women wbose own position i^f relative 
empowerment a I low's them to identify with Madonna the 
powerhouse. 

Ml. C'lulJ stein, p..'i2. 
ti.ibiii .pA2. 
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sifjht E>l find struggles jmurHi M-xudlity. drtd the 

hldfk civil rights me\emeiit. himilarlvF in tht=' summer oi 
Madonna revivt-d the Ifitf-dghties SaJurday nigh I practici*s of 
poor^ urban, hlai k and hispaniCn gay drag qui^^nh with her hit 
single t'nyii-f'. Singing "“it makes nu dilferetlcv ytsu're black 
nr white, li you're a boy nr a girT 
Madonna suspended et>lnur and gen- 

W der hierarchies. She ga^\^ V'nguing to 
everyone, hut in the prtxress she ttiok 
it away fnsm those* h>r whom ii 
once much more than a hoi new 
dance style. It would seem thal lately 
Madonna has been practicing a 
I s«>phisticated tnrm ol appfopriaiinn 
® w’hieh sells the thrill of a Heeling 
identiticaiion ivith ^e:^ual^ social 
and political margins Ut straight 
white. middle^UiNS kid^ w'hn can tlit^i'allv and figu- 
rative! v> afford to ti*mpi^ranly indulge in such a luxury’. 


Sht’ shimmies into 
our fiig imaginotion, 
sproacis her legs 
for our dyke 
appropriation, 
grabs us by the 
pudenda and makes us 
face things we didn't think it 
was possible to learn from 
pt>p music. 

Mctiael Miislo. Otitwesk 1991 

W here this cynical argument aboiit Madonna's 
appropnation <^t the image of marginality lt>ses force in its 
ability ri;> livresi't* the lihtTalory^ potential of gay re-appropria" 


Under I his reLiJing ihc Iiberatnry ptitentlal of Madonna's 
fu^lity Mif /4'iv vkKxms similarlv limili-d in her ’“RikL the 
Vole" campaign. In conimerdals broadcast on MTV, 
Madonna encouragiM young adults to exercise their right to 
vole with ll\e lyri-L^s "t^ King, Sfalciilm X/FnxdiiTrn of spi'^^h 
IS as gotki as " Making ht‘F ^"Htint aN.iut ptSi>ple pi>wer be 
si'xuali/ing polllics instead of politui/ing sev. 

Madonna efk‘iTiM4y lost 


Wo[c 4 >mc Intel Mv 
Queendom, 

Cum One Cum All, 

1 Cal! Out To Those Who 
Mad A Hard Day 

attributed to Madonna. Jerk 1990 
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tion the oi Madonna For exar^pk^ in tlit' Surrstm r 

issuif tl^ a San Frant'isco^bas^Hl, XLToxt'dH h«indKM>k 
ior "safer wx" which ff 4 furi-s biTfcake and a series of shorl 
fantas^^ scenanos, Madtsnna makL> i^'vrral ap|^H-arans.i.-H as a 
kind of sexual lubricant. One of the fanlasit^ rt^ads: '‘Ytni re at 
an AIDS benelit with your pal Madonna. In the dressing 
room, one of her dancers is wearinj;^ nothing hut a Raiders 
iacket. You both aim and cum on the mirrur/'^- Elsewhere in 
this issue of jt^k, a photo spread featurt^s a cute piy loun^in^ 
around in his underwear, residing and beinj^ arousc'd by an 
Interview' magazine sprt^ad on MadoEma. The cmer of this 
issue of in w'hich Madonna is sh^m^n grabbing her 

cnitch. is repruduct'd in part cm another page of anil is 
cropped in such a w^ay as h> emphasi/e the star's crotch- grab- 
bing gesture. This image is captiontxJ with the lim-s i^uoted 
above, a punning invitation to sexual csrstasy iiltribut4.Hi to 
Madonna 

Each of these gay appropriations t>f the image eiI Madonna 
involves a reading of that image, one w'hich is dc^^igncd to 
recontextuali/e the singer s inx.ige. and bring it in line with a 
gay fantasy. The first fantasy produces a clever play on the 
additions in^■o]ved in straight fantasies about MadLuiind. In 
this scenario Madonna plays a role similar to that of ^usm m 
rVsptTfl/rfi/ Soi'Fisrifif She is the passpi^rt lo sexual adv en- 

ture. She is the slar w'ho animates the AIDS benetit, sur 
rounds herself with an entourage tsf gay dancers, and lake*- 
her fan backstage w'here he finds that he is the centre ot a 
spcvtacle engineered jusi for him. The Kaiders ^cket, an arli 
cle of ckvthing habitually ivom by straight Mack Ixis Angek**- 
rappt^rs and their fans, recalls ^^usiin's funky facket C^it used 
to belong to Jimi I lendfix^ i, and marks this gay Madonna as a 
knowing spiKvf of the singer's longstanding. ambigui>us rela 
tionship to '‘blackness."' 

While the straight pru^s has made much out of Madonna's 
"'ironiL-'" or "em powdering'' appropriatiEm Erf the male riKk 
star s crolch-grabbing gesture of sexual ptsteriiSt*^ ^. }erk places 
the image of Madonna piilming her crotch in a different con- 
text ' that of gay male potruigraphv. By including ihis image 
of Madonna in photo spreads featuring gay men fondling 
their crt>tchi^, /crA rcsids through I he singer's image back tis 
the suppressed hE>mi>erE»lic ov'crl Erne's of rap and rock star 
virility- At the same time, the additroit of IlH' captic^n attribut- 
ixi to Madonna pnxl ucc’s another, complementary reading of 
this image. When the star invites the |crfc reader to enter 
Qucx.mdom she dm*s set no^ Only as I he female sovereign of a 
fantasy land of equal sexuuvl opportunity, but also as a drag 
queen fully i^quippcd relieve hcT male subject of his hard- 
ship. By insisting on the itxm^igraphv of MadEvnna's image, 
fetk calls iiur attention to I he singer's ext‘essivety and artifi- 
ciallv feminine fiirm, and lo the (stereotypicaEly) masculine 
potency it unsuccessfully conceals. Thus, in this tantasy, 
Madirnna Ls "reveakxl'’ to be a gay male transvestite, a Ic-male 
impefsonatE^r, a w^t^man w'annabe 

This "'rev'ielatiim'' of the wannabe* in Madonna is the kev to 


\2- /crA Summer 14^!*. unpaginatisJ 

1 3. See f Eir ei^aTnple. E^melopi* Scfiman, ”Tht’ FMS Of lensc-.'' t'aMUv 
fair March I WO, p 14* 

H Don Sfwwey, "Madonna Says It " Xlm' Mav 10. 1W3 . p 13 


an crnpi^w'enng appropriation Etf her image And. how'ever 
surprisiEig gin-- re -appropriation of the image sd Madonna 
mav be. il can bv no means be seen as a residing against ihe 
gram, lor Vl,ulEmna hersc'Ef inviks this tom’i of re-apprsipna- 
tion w hen she priK.Taims her owm creative invi-stment in iden- 
tdicafiiin. With the release of Jraik Diirr, a bc*hind-lhe- 
icenes Elocumentarv eiI her l^vio Blond Ambition tour, 
Ml 3 donna has reileratcx! her suppi>rt tor gay lifc^styli^s and tor 
the ^xilitiLs ot gay liberatum, Dnscrc'en Madonna emphasizes 
her LiU^Eititiiatiim with her large troupe enf gay dancers, cast- 
ing herself as den -mother and felUiw- ''emLitional cripple ' The 
singer works to replace or recreate the families her dancers 
liwl N.x ays4* eU their sexuality , or their career choicX^Sr bv iden- 
tifying herself as /with the mother she lost to cancer as a 
voung child. Offscreen, in interviews with the gay pri'ss, she 
likens llw pvrscx’uticfcn of gay men in touch with their "k-mi- 
ninitv'' I he jvrs<s.vitiiin she has suffered as an unconven- 
tionally "masculine" wom^n. and draws a comparison 
bii^^ ix*ii the exploitation of Tony Ward's work as a gay pirn 
mi Me I .iniil het lUvn expt*rience i^f the scandalous release* ot 
old nude art photiw.^'* 

tUiw.TLvn and offscreen Madtmna is alw-ays the horEiinc* of 
Minu- sort Ell story, either of her own rise to slardom, or a tic- 
tioiiah/t\1 - bul laintliy autobiographical - story' played oui on 
vickxTi Madonna plays roles She is a charatier. Whether she is 
itn t-stuig in an identity borrowed triim a movie star, ctiiiii- 
siruitivi through clashing stereotypes, fleshed out Ihrough 
other attendant Ndies, Jesigmd to convey a pi>litical mes- 
sage. or assumed to heal psychic wxmndSr Madi^rma SA*ts an 
irri^iHtibk^ t^\a in pie easily follow'vd by her w^inuiiM^s. 
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Bad Magic 
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Its bur^^oonin^ pi)vvcr tli,U 
breaks through 1 he still 
well established barrier 
of incomprehension, of 
prejudice and tif laziness 
in order ti> reveal itself in 
the beauty of a new form, 
nobly substantiates its 
claims (to be an art).' 

Germain^ Du^ac, T92? 



Bttui.-vn 1^15 jin4 ISMO Ormaine l^uUc made 
2ft fjlms Jiird d number newsrvtlb. Two tilnrifi, 
iii Miii/tfw (T^ir Smiling 

tPfE^ jnd L/i ft tf 

( Hi*- lirid fJrr are extant in 

thinr untin.H:y A iew inm ihf oiIht 

works htdd in the archives of \h€ 
Ciru-misleque Krant;aise. She wrote ^o^ two 
^I'liding teminibt new?^p4peT¥ <Li Trtf^rcflJ-'ic and 
!m r ronJi^} and a varit-ty ol tilm ^hutijIs, edited 
d cinema b>uriia| (SiTicrnjs), and j,;ave public 
lectures Most of this work remains in ihe 
archive; but for a few- eb^ys ofi film thet>ry 
which have bt^eii anthologi/td. She aLst> helped 
i>rj,>ani/e a union for technical workers in the 
industry^ hi‘lped establish and partidpafed in 
dne cIuHsh lauji;ht film courses at the Etoif 
TfchtiifHf th- Phi^hi^rafthit dr Cinermto^mphie, 
and created a production company, D.E.Ll.A. 
Film, ihntu^h w hich she made three films. The 
accounts j^iven of her work by her contempo- 
rary reviewers and by Charles Ford Iwhose 
com men lari es stand in for ihe now irrelriw- 
able lilmsJ su^iy^L-st that she constantly rc'foimu 
lali-d the aesthetic possibilities specific to the 
Him medium, a consistent experimenlation 
which was intimalely tied to her dedicated 
mh'rt^st En the articuJatimi of subjective spaiCe, 
particularly the subjective space of women; 
and co-ex tensive with her filmmakin}; was her 
cimimitTnent to the creation t>f a new^ public for 
art. I ivish hi^v to provide fodder for specula- 
tion in an arena left unanalvi^ed in contemp^i- 
rary readings of Lt StPirrbrrrfc Mmr Bcudrt: the 
imbrication of technology and gender inherenl 
in the medium itself. 
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Wt kntm' lh.^t Ih.ift vvhkh is will {uwnr ^rwTthtT ftitf U>mnr- 
niw; .and wv art' .ilrL^^dy trysn)^ to pick out tho k^mres oi 
this nvM f^cc in the midst tjf the lulun-. Ve%terd*sv's truth 
rtt krst uhscurt^i tumorruMS, befert- givinj^ iv,iy li> ih but 
wu, j ^enerjlion CiTmini til'd tti pRi^n*sSj retusc^ tu rciruun 
in it> shLidtsvv - 

With in I he ctmle^t at Madernism i^ener.ihyr (hi^ sense id 
imm«inerce jnd vision of pro|i;ress ts tommon. Hor DuUc this 
vision is me^isunsi hv llit^ th.it science m^kes ''ihe 

entire world btiw di>wn txdore the mtvh^iniiL^jl inventiiin.’’^ 
Meniv, she believis thjt .arl's PFitPrn/^ lunclion is, in cinemii^ to 
fm- Ihcm^hl from iiistrument.1 [17.11100 by ''ptLayin>; with m.il- 
ter .and the imptsndiTiibJe" ds they move throoj^h tinie.'^ In her 
tht'oretiul wTitinj^s, l>ukic cle.irly silu.ites horse' If w'lthin the 
juntiure id Symlvolism .ind I he Liv.inl'^.irde i>l VttKleriiism 
the IdejJ. synthesis, and the inedahle L|u.i[ily of ttie m>uI and 
njliire, lare interlinked through the bediet that arl must 6 >e 
utterly tMnslormisj, it musi fife'" and must ni>t be "hmiti\i 
to the human pt'rMrn.’' And, central lir this is IJul^w's j>nnvin)> 
distrusi of niarrafive. This hybrid! Romanticisnir shared by 
other an ists of her time Imivsl notobly the Surre.iiislsK parlici- 
p^iters in Vliidernism's critique of niL>deniily. 

The^ aiitontimous art i>t the oinetwnlh ^.entury di^fvndi'd 
fitful ty upon the inleriial deve^lopment of pure forms. 
Tesiuiolsii^iiSv of ima^e reproduction, ori^inaling as they did 
out of inslnimenial sciences and put to use tor si^ial Liintrol 
under I he ^uise of care, were hardly liable as the K\idinj^ 
^n?und id autonomous art LXiEac's impkissionevl commitment 
to the creation iil a new ttmo- based an -hence her use ot 
anali^j^ii's that link film to muskaE rh> thm nind — w as 

I Ca-rnwitle ITulac (1^271, 'Hie Aisthetics. ihe t ^Lull’s Integral 
Cine^r.iphie TratislLiksI aiul intriHSuc!ii.irt bv bluarl 1 lebman 

f Vif . ms. p.(S 

2 . tlermnon Ihdac ( 142 ^ 1 . “The Esss^mre ot CTnefna." Thi' 

Cafrifr film .4 RiWdi'r ef HlOJi'y amt Cofjtism bdlksl bv I' Adam*. 
Stlne^' i\ew York, \t'w Vtsrk Lno ersdy Ptc'ss. p 

1. Cermnitn nukur (1^13^5. “The E^si^nfe ot CTnefna." TIji' AiiorP 
Garde rdwf .4 Ki"eliffT af Hroiry *fFrif Ediltsj by P Atidiim 

Stiney (New York, \ew VnsrV Univi-Tstly PfiSs, WN-l p >1 
4 CT'rmain E^ilac 'The Avdinl-Cwirde CineiriHi ’" Tfii nsli?i list 

bv Kolvn [aniK-rton. Hrr .-kwwr tkFrde him; A fid-jFjfer 7’JpnF/y iirrJ 
Criikr^m, p 4n 

Diftac w.i^ nol the firsi tiLmmdker ks dT.sw the JrtaUi^^V Wtih 
niusif, IhH her u^- of piS.trv i-* i.|uite unupie The pisiiu s nf mod- 
emisin. Js iinalynsl by E/r.i FTiund. is insi'.tcru u^shti pi tcirv's lem- 
poratity. For an .inalysis of the histtiTKal de'. ekspmeilt ot a filnUL' 
ini.ij;in.Ulon e^'idiTil Ln painting and litETjture, -^v Arnold Hjusit's 
T kc SiXkti f fishery itf An. vols 3 rfc ■! 

h. For .1 dascus-isLin Lif women as the rtew public lor filttl m 
Germ.iny. mv Pal rite Helm, Sfrerf.^ [Princeton: Princeton 

Universily EYes^. I h.ive mi yet across .1 similar amily- 

sis of the FTemh 0101.111011 ul ejrlv cinema 

7 Sfhiebinper, Linda. “Skeletons in the Closet The FirsI 
llluslralions oi ihe Lemale bkeleion m Fi^hti'enth t. entury 
Anatomy ^ Thir itf rkc MidiTir fkvJu. Sruw/irw awd Scscifly m 

flhr .VjFrettrFrPft Crrrfjdry. EdikiJ bv Ciilhenne CialLil^her and Th^^mas 
Lii|iH*iiritkTkelev: Lnivitsiiv of California Prtws, 1^7) pp 42 T 


drivtl:! in p.irt bv the be[ieE that the iradilioiial k>rms could no 
longer trulhfully exprt^ss contemporary psychological evfvri- 
eiice. L^f Lirnrsc', this sense of ur^^ency ivnd possibility was 
shiirid by manv of her contemporaries in France, tiermany 
and Russia Hut facibn I >1,1 lac w as not only ihecompSev task oT 
developing film as a new autonomous art; she also mtendisJ 
I ha I I his medium's new aesthelic torms would llLummale 
irkMninj's s^Hi'iiic to women's evp-rieiiL'e which had hereio- 
lore Kvn ij^nored, deniisJ. iKclddi.il of obliistMti'd. tile ques- 
tion of crealing j new subjtst and a new' subfivt maMcr for art 
— which iinpHcitlv ilulten^es ihe constitutive elements 
which define arPs autonomy — wa*' complicated by more 
than pjsl the obv ious problem of Ihe ob^t^tification of women 
in an. In addition, there is ihe lurlher problem of the inten- 
tion to alter the fonstitutioii ot the public sphere tlirou^h film 
technology m a way that w'oukl stand in diHimetrit opp'sition 
to I lie way m which the inclusion of w'omen las objc'cts ot sci- 
^^ntific Jis4.'ourNet in the public sphere was effettid vi.i previ- 
ous lechnolo^k^ smee the iNth century. Hence, in the I ask 
thji she mri li>r hersc'lt, Du lac faced a double, or quadruple 
bind, the ■struinds ol which, w hen unravelled are I H the 
dei'elopmenl of a new- pirt torm, 2> .iutEiniiint>us .irt and ttim 
tLvhnoEo^y, Ihe obpi'chfication of wsimen in art. -I> the 
prisiuelikin ot the public wnman thri^ugh technology In a 
s4."ns<.% Duiac scT/ed the means ot the tei,iino]i>gi/i'd produc- 
tion of ivomen in ^.irder to mHike, in Ibis new, s^-venth art. a 
public sphere for the subject If jcation of women.** It is impor- 
tant lo note thal thf." ^|ut“s|ion ot gt^niler and tis hiUFlogv as it is 
retks'ted upon in N'rFrrjjpitr is only ime as|Tect i>t ihe filrn's 
mulloalent eyplor.itior of gender, aesthetics and mtHlemity 
The o^x-ralions of the unconscious as the "nw.it road” lo alter- 
ity (as with the Surrealists I, the ^'^t’^^fieru'e ot and pri>iiHalion 
through estrangement or shock <as with l>adaL the signih- 
cjiice id boridiim and the meaning of the tragt'dic in miKiern 
life fnis with ProUNi): all oi I best- problenw underpinning mod- 
ernist aesthetics are set askew in SoiirfjJFrJf'. 


WHAT DO YOU WANT TO SEi IN HER? 

In an essay entitled 'Skeletons jn the t lEFset: The First 
Illustrations of the Female bkeleton in Fighleenlh LTmlury 
Anatirnty/' Lond.i Schiebinger argues that the dedK~ated 
intere^l given ki w^ometi bv nusJkal science and technology 
during the Emlightenment was due to the siKial qut'stion of 
''natural righls/' Women's place, value, function and me.imng 
in the public sphere was a problem given lo science to dt'tt.^- 
mine: 

beginning in the l/btVs. dimeters in Franci' and Liermany 
c.ilksd for a finer delineation ot sc^n dillenmci^: disciFver- 
ing. dt'scribing and defining se^ differencv^ in everv^ bone, 
muscle, nerve and vein ot the human body became a 
rt'search priority in anatomical seienctTi-. (The| scientific 
measure of woman's lesser "natural reason'" was used to 
buttris-^s arguments against women^s pa rlici pat ion in the 
piiblie sphea's cd govemment and commerce, science and 
scholarship^ 
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This intu nuHii,^rrkiUv oroimNcriK^i it ii?i by natu- 
ral st'ifiui.v wtim4sn as Jiscaunit' on the one hand, 

and inM^ntionon the other. 

In the nineteenth eentury* Js Chjmrt wjs Uhin^. photiTgra- 
phy to narrate the pathological discourse of woman, the law 
put this iToage lo ust' in the inA-ention of the criminal bendy of 
the prt^?ititute by ^documenting'' the various Kidily delorma- 
tions — triim the skull to the labia ^ inherenl m I he "public 
woman. Tiu* t^-chnologv of image rt^produrtion had, there- 
fore, become engendered well before Muybridge set the 
female biKly in million. In tit her w^ords, I he female bodv is 
activated, or narralivi^csJ. by a proliferation of discourses 
which beg Ihe i|uestion; V%'hat do you want to see m her? 
l-tnda Williams'' study oi Muybridge and Melit's, “Film tkidy: 
the Implantation of Fer^ ersions/ kvates a n^pi^nse to this 
qui^tion in the rc^petition of compul.sion of fetishism; ^[F]or 
tnith men Ihe naked bmJy of the woman, whether bi^ldly and 
repeatedly figured by Muybridge-.-Or briefly and coyly 
glim^»MsJ [by MeliesI, poises the problem of sexual difference 
ivhich it then betx^mes the w'ork of the incipieni forms i>l nar- 
rative and Frpj.'ii'-i:7/-.sccrie to overctiime."^ 

Williams pinnts out tli,it early prtHiucers of the mtsv- 
ing image ‘'privilege Ihe body as pure object of truth in iheir 
work. For Muybridge this truth is scientific'' and h^r Melies it 
is ‘'btJlh magical and mysteri4i*uh/'^^ Bui, as bchiebinger stat- 
ixJ earlier, |lw temale bt»dy bee times science's i>bgx:t for rea- 
S4ms quite different than dties the male bedy. And, of co<urse 
for Muybridge, the meiiianiv.ation at the male b^xlv is in Iht^ 
interest of indusfriali Action. In appt>sition tt:^ this, the female 
Kdy is ctinstrucled as a release from industry^' s degradatiims 
iMuy bridge sets the female btidy in variiHJs dt>nies|ic 
It functions as »m image thatr by its pretense to provide a "dif- 
tert^nce'' frei^ from the repc^litive sameness of industrial pro- 
cesses, ni>t only legitimates that humiliating sameness, but 
also becomes, via industriali/alion itself^ a fetish-obj^^t- 
Nimetheless, w'hat is tsf intert‘st here is the compulsion, on the 
pari of Muybridge, loactiv^ale the temale bidy dii.'getically, |o 
invest that btjdy^ through narralive, with a “surplus of erotic 
meaning." This early lorm cinematic invention of a body 
for I hi* purpi>se of being activated by the desire of the inven- 
tor takes a bi/arre little twist with Melies the magician who 
proliferates llu-se htdic^ in ixmntU*ss numbers, makes ihem 
appear and disapptMrr fiiims them into and out of machiiw^, 
dismembers and re-inlegrates them, and spies on them. W’hat 
was for Melies a childish delight ^ like pulling the legs off 
spidi-rs — N^x^mi’s for IXitac a problem lurking at the heart 
of Iht' basic apparatus itself Mme. Beudet. tiy as she might, 
IS unable to free herself of the iKcular apparatusi*^ which 
w'atch over her everyday life arnJ intmde upon her misst inti- 
mate desires. 

Bt'udi'f contains numerous devices which E>perate to derail 
the sa>pic pc>sLtiim ol the knTiale as well as Ihe naira tivi/atnm 
of her palh^iliTgies- I!>u lac's distrust of the pi^ssibi lilies of nar- 
rative in cinema, while evideni in Beudcl. reaches its limit in 
her linal films Ibekire hi,r wtsrk w‘ith the newsreel)' where nar- 
rative has disiipp«.>ared in favour of pure form The prohlems 
inheriltd from the novelist ic film made, by the late 1 92(1' s. 
any figural us** oi women increasingly problemnihc, and the 
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houniJarii'^ thv nisvi*! ' and palnuhsm — 

aimbintii with thu vjirictit^ of natuinalLsni Jt work in h 
culture and M>eiely by (he s — tuadi- film ii.irratix ity 
utterly cunipri»mi?ied. In Hetidef. (hen, (he i-e^itleS’^neH^' of 
PuMt'sae!.lbe(ic takes a tum which indicts the very 
the tilm nncsilum, along with other tnrms iv( art, pi^pular cul- 
ture and scK4al inslituttEins. And lYit^ moment cit critical refill - 
tion within and aN^ut the itiediuin is activ.iti'd h\ its m^^st 
unlikely suspect: VI me Iteudet. 


PLAYIN(^ WITH OUNS 

There's not much ot a plot. Mme. and M Bi^udel li\e in the 
prt>\ inces and^ as the clewing titles tell, are joint’d by habil."^ 
M HtnnSet relieves his bored^^m by taunting his w’ite with the 
possibility that he will kill himself; he repeatedly points an 
unhsidisi gun tivhis temple. Mme. Bc'udet li^'cs ivith her btsre- 
dom and unliappim'ss by plavitig the ptani>. reading Nwiks 
and magazint^H a>n|uring dream lovers and by IcMding — 
unknowm to him — her insutterabfe husband's gun. tine 
ev ening M. tteudet gtws lt> the Optra, hn'king his wife's piam^ 
Kitire leaving. Mme- fk^udet spentis the evening amjuring 
images of escape iind pleasure. She loads I he gun, and is 
haunted throughout the nighi by imagt-s tit Iwr etintinement; 
domi'^tic obits, Is, the “House ol Detention and Correlations"' 
(the in ter- title being: Always the sime horiAins.,/*!, and the 
phanlasmatic appearances of her husband. The next morning 
M. Beudet rails against w'omen ( "Women: IXi vou know* w hat 
is to be done w'ith thern?^'), crushes a doll s hc'ad in his fist; 
pulls out the guun and unisnttingly aims it at his temple hut 
before pulling the trigger, he points it in his wife'^s direction. 
The gun gtvs Eiff. just missing V^me. B*-udet. and shattering a 
vase of flow'ers. M. Beudet consoles his ivife whom he 
belieA-es wished to commit suicide. 

This consolation is p^irixliiNl by the appearantv — in the 
upper portion of ilw >K'reen — of puppets jserforming a mek^- 
dramatic resolution The film then ends as it began with a 
dreary' view of Ch^irln.'s and a shol from bt^hind the couple as 
they walk tip a Ciibbksl slrts^l. TN." addition of a prii*st w'ho 
pasM^ them on the strt'vt is matched w ith a contiguous senst* 
of cl^^sure as the shot of the back of Mme. Beu Jet's head 
delimits our access to her subjective space: an iris out. a 
screim gone black. The opcming title is repeated ("In the 
prox inces...") and added to: “In the quiet streets, without 
horizon, under the heavy sky... Joint'd together by habil.'''^ 
This sense of infinite re|.H.lition is suggi-^tive not only of (he 

} 4 . Fur a miKh ttkiw tbi^rough di.smsiiuiri ul I he hisliincjl pliwe. funt - 
tinn and devetnpmeni uf oplks and the stH iai hudy. (anine 
VHrchessault. ""An if relics u( ^jpacc," Pwhin, no. 2 As 

Schivhinger s sureev shows, l4H:h I'enlun ntidicaL scienre expand ^ its 
range nf "sub^xt matter" bi using blacks luOfH'r i^hjecls dltf^-r- 
ence. Alsu see Sander Gilman. aiNi and DcfJVfrtiiir 

Linda Williams, “Film Biid%': The 1 mpla ntaThin nf fViwersaons." p.22 
to ibid , p 22 

II. Translation all lilies are takt-n tnnn Rilterman Lewis I aImj 
rely on hi-r articulali&iti of Ihe "lanEasy-Mi^lilude sE\]uenc.'e" whtL'h I 
diMiiNs hi4ow. 
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entfiipnu'nt liI wtimt'ii in an t>l inKtiliitii>Tis; l:hcri’ is 
thi- mliriiiihiin .1 ii\m knip ihr^mj^h whkh Mnu- 

jnJ conditkiii^ irt- nu'diJlksJ, nu^wuffc-d 

and rt.'pvali'ii. 

As I his lin.il stsj[uriiL\^ inJiivik-s, [^iUn rrininLi^^t^ 

^ simplr u-jth Jtn ices which -work to disliHrLUe our • 
tations in .1 niimbt^r ot .ireniis. The of thr him is 

the use ot the common iJt^ni-L-stic s^'ttin^ tor a complt^x "i4into- 
&v-solilude si^OintM"."’ the Son^osl sct|isence in the film, dur- 
inj 5 which Mme. fk^iidet's "subjective visiim is conslructi^d 
through j series id nionlage unil^, ol si-i‘i‘ti stridilkT s^’^rnimts 
leach ot which] is structured by tt different principle ot lechni- 
cjI depicts sillvmatinj^ Tnonlai;e pattenin or cinema lie puiu tua- 
Honn allowing; the full rLinj;e of exprcsisii e piwsihilllii-s ot llu- 
cinem.i to ci>me into phi 

This ^cinematic spi'crfiirity'' is, hence, useki tis Lirliculale .in 
expressive and cratk.il feminist con ten I. Tiu instance, ihi- 
bourgeois inslitution ol marriage l^s'omi's tife-thriMtening. 
and its external adjuncts of the state and church offer only 
punishment iim! further confinemenl. This experieniLe is 
nxltmbkxj in reference to art and pt>pular cultunv rtdnr- 
ence to Tmnia Bi^Viir\' is evidi-nt, but ITulac ri^nvi»stiga!k"s the 
"Bovarian ’ CLinditiun First of all. Vfme. [k'lidet is nol con- 
structed through such .1 p.uhological narrative of sidf-immola- 
htm, Nor is it only the ''du|xsl" piftiy Ltourgi^Pis wiiman with 
her f.intasii:> ins-cribi-d bv popular kUlturt* who is in danger. 
The indictmonl ev tends to art itself <lkiiidel.iire. Dehussy and 
Gounod's Fkiust figure prominently, as divt's the popular 
press) winch is supptsi'tl to tree though! but which here 
stTN'es lo lurther Vktie. fk^udeTs entrapment through its igno- 
rance, denialr ^Kclusion, obfuscation and fetishi/ation of 
woTnan-s experience The periasiie smsi^ ot interdictions 
impis-ed through itixersjons iif the nlesplogical functions ol 
care and protixtiim, and the aesihefic principle's ot freeciom 
and autonoiny are interna] i/ed by N^me. Ekudet L>ul.ic then 
articulates this in tenia Li/ation by featuring an inverted 
"'Melicrs the coFlfuror" scenninki. The ntkion that Ik'udefs psy- 
chic life is i liven til'd, in part, by early cinema has Kx'ii argutsi 
by judith Mayne in hiT Kiok fFic 

While [lilac s fiEm is technically more sophisticaled than 
many films ot the 142CVs, it is clwracteri/txJ by a H-UxitViv 
foregrou ndtsi use ol 'pr imitivi"' narration. For Mme. 
Beudet lanlasi/i^ m a 'primitive msnk' ' She is like the 
dreamers sn early films who imagine liclional characters 
coming lo tile as they nod over a biHik, or like a k'onjuror in 
a Mc'lii's film w ho niaki^ threati'ning objeits disipp'ar — 
usually Women, in Melies' case; her husband in the case i>t 
Mmv ikiKk^t 

My dii'ergeiia'^ from Mayne concerns I he significant tact that 
Mme. Beudet is umNr to make M Ek'udt't disappear 

Throughout the film Mme. Beudet smiles twice. TIh' tirst 
inslance iSj in fact, outright laughler inspired bi' a tant.is^' of 


12 Sandy Hitterm.in-E.c'wis, ki Otynn* DititTi'frtfu cii-ji/ iAr 

frmiil CnJiWit. iLrbana: L'nii'ersiiy ol llUnols, p.Kh 
tl ludith Miiyne. tVewrii at thf Ktyhok Fimtimyrn a Hit tVemen's 
Crfifmtf. (BitH'imingltin Indiana Lniveisitv IVcss, p. HJ. 


her dream h'ver w hom she has conjurixl from the pages of 
a ^sipuLir maga/ine — dumping M Iknidel out the window- 
while Ihe "reaE ' VI Beudet sits at his desk i a ku Ealing his 
exjxmscs. I he sexond ixcasioii is a slow*, M.lf-dinx'tixl smile of 
pleasure' once the husKuid lias left and she is alone with her 
driMm lover. This smile si gratis the inv ersion from pleasure to 
tern'r a> the conjuring tricks w’hich initially gave her plea- 
sure. due lo her maiiipuLatii-nn of I hem, turn into a Melit^ian 
machine over w'hich she has lui Cimlrol. In a "subs^'gmc'nl," 
which Ilitterman-EA'w^is reads as a tantasmatic prtigx'lion in 
ivhich fkudet becomts a character in her own tiction, Mme. 
tk'udet I h rows her wedding ring aw■dv^ onlv fo have it re- 
ap^var im her finger. This ktucial momemt ol self-tibjeclitica- 
lion in an image projection over w hich she Itist's control 
exposes ihe limils i,>f Mme. Beudet's psvchic autonomy. 
Dulac's manipulation of technology does not free Beudet 
ironi the 1. irkvim stances ^if nairativity w hich historically w'ork 
to punish and pathologi/e: the machine takis. coniroL reprxs 
diicing and activaliiig multiple images ol Vi Beudel as he 
appears and dis;ip[.xMrs, taunting and terron/ing her, his face 
^listortcM and grott'scpie Unlike Melies ihe conjuror who, in 
Ei:tTm*rJjmry Hiumms, a tier having somedifficultv Controlling 
the apparition, simply rij>s it to pitx‘c*s, Mme fk'udel is not 
only umible to control (he pro|i'ctioiis and appari lions, they 
ad u ally gain corporeality What Is childish delighi hw Melii*s 
IS, in tact, something Et>bt- afraid of. 

1 he critical si.’]l- reflection about film and ksrhnology, acti- 
vakxl as it is through the condition of Mme. Beudet, reveals 
the destructive elemenl implicil in both narrati^'ifv and histor- 
icat progress. BE^rrdi'f do^-s not show a subjitxt crealing and 
disitrsivmg imnsg^.'s; inslead. it rei.e.ils the creation of sub jit ■ 
tirm Siv dtH's the image produc'd exist as .1 mENiiumenl 
the creatwe/distructive subii,x-t; instead, the image exists to 
reA-eal tht^ mechanisms of subjxxtion. Du lac's refusal of ihe 
Mi-lii^ian delight in fas'our of an examination ot doiiii nation 
unleashed, and pnMuced, as it is in kH.hnology, indicates a 
critical and si-lkcrltiial tilm practice which historically situ- 
alls, thi‘ imbrication of Icxhnokigy and gender. IXilac's wi>rk 
not only pmilu ipiiti^'s in Mixlem ism's critique ot modi-rnity, il 
als^i provides us with a means by which to ruxonsnler, from 
w'ithin. tile internal contradicfionsof VtiMemism ilself. 
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Feminist Avant-Garde 

from INTROSPECIiON TO RETROSPECTIO 


If Canvidi^ has an 

E!si peri mental film trad it km k 
is one in which the et forts of 
women filmmakers have 
been largely absent. This can 
be attributed to the fact that, 
with very few exceptions, 
films produced by women 
hav'o not etm formed to the 
rigours ^>f an international 
modernism. Nor can they be 


The Canadian experimental legacy 
is sh<^rt ijusl over tvvo amS a haH Jwinlesl in 
com pari son wilK the Amcncur e>:|^Hriinent.il 
film trjdiium (dlitiofti fifty years). This dis- 
crepancy rellecls rh>t tsnly the uEiliMridn influ- 
ence of A stiite supported film industry which 
relefOl^'d eJtpcrimentdtior to dniin4itiLiii (becdiise^ of its AftiliLi- 
livti ti> piintin^) but iil.sa .in exhibition sysiem meniip.ih/^'d 
by Hi>llywtnpd interests It is wilhin the drt tircuits of 

the Idle sixties dntl early seventies that expc^rimetilal film 
practices emerge ifi Canada. Many nf its early praOitioiier^ 
iSmw, Rimmer. Chambers. Gre^^ Cnrni>i\ Charles C^asnon 
and lovw VVieland for exampte) were xvorkinp; as arlisls in 
other meiba ffor the ntosl pdrl painting and sculpfurei tn^tore 
turning (heir attenlion to film The artist-filmmaNers wi^uld 
K' given a place' in the newly creattM film sih:ielies and clubs 
which r kn the most pa rtr weix^ affiliated with academic insti- 


tu lions { McC.il L L-.ot T., Wc'st- 
t-m, Simon Fraser). 

Though marginaL I he pvsi- 
lion (HCttpird. by film within 
the gallery and the academy 
retlecled a drive away from 
the hegemonies and hierar- 
chies of discipline towards 
new forms of interdisciplinary^ 
an and epistemology. While 
Ihe motivation for this shill is 
arguable p^istmiHlemistj it did 
nothing to upset the categories 
of modernism, Rather than 
f o regr i p u n d i n g i d eolog ic a t 
HutsTtiims related to the inslilulions of aufatie art, experimen- 
tal films afiirmed the formatiLUi of a new genre htith vvlihin 
the academy and the gallery^ These early affiliations have 
witfki-d to ensurt' the institutional and canonical Iramew'ork 
for the emergence of a Tiniquety' Canadian Experimental cin- 
ema. 

The differences belis'een avant-garde and modernisi 
impulses can be kKated in their relation lo the institutkms ipf 
art: whiSe the histonca! avant-garde reacted to the eom modifi- 
cation of art by seeking to reinlegrate art into the social 
tBurgerh mtsdeimisi art works continut'd u> be charaetvri/p.'d 


seen to curresptini.1 to the 
St Fuel Lira! material corxcoriis 
gvnvrally idvnlifivd with the 
names of Michael Snowv Jack 
C hcimbcTs arid David 
Kimmer. Indeed, the dislinc- 
tioii between avant-garde 
and Experimental cinonTa is 
useful lor understanding 
feminist film culliire in this 
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by a C(»nlM JlLt^jrv insisk^nc’i' «in auloni^my, nn htTnu liv k>rms 
u hich t ins Id nnt be riMdsly tonsunu’i.i. The ri.'iHfd h'ni^ts til 
miidi-riiiHm w C .inaduin Etpirmn'rla] cint^md! <irc dtTix i'd 
frtiiti ,1 |-inf Art iTadilkm and, siippuirU-d bv U> inhtitu- 
Htms, art" kiuntifd tin an .idvi.‘rs-irial re Li li tin hetivt'cn 
hij;h ar^ and nias^ ^-ulture rhis is uh,n dfc?^tin- 

>;iJishi;'s E\pt riment.il Irt^pn avant-j^artle films. It is 
e^p^t‘ssly in their rektitin In ptipularsTjIture. its insh- 
liitinnal supptiiis and the pleasures el j|s premlst* 
that remiitisl avant-garde Kims are antitheliea] tti 
the hApvnmenlal iradihon. 

This, him- ever, d!t>es mit mean that the 
a Ilia me K^tivetm an avanlgardt- and a lemt- 
nist exdtiiral pulitic has ever Kvn simple. If 
tt^minisls beg^tn making avanl-garde tiEms 
in tirder tti giv'e ditterence evpressitm, 
iheii the e^pressitm el ditferencu alsn 
opsmed the diHir le prefeund eentra- 
dietitins: Iti ditferences hetiveen 
vvtimen Where the terninisf 
men I has always insistt\| en .1 uni- 
tying gendered identilv as the 
basis ter petitieal Milidardv, ihe 
i a\'a Ell ‘garde has histtineatl v 

I rejeitt\1 any sueh idenlilying 

mi imit)' on the grounds thnit art 

must disrupt tfu“ hegennmic 

W 


processes [jt an aEtirniLitive 
rullure (i.e., market ttsrees 
and the i^iret^ ot identi- 
ty construelion are 
(it ten highly Ltimpati- 
hU'i. The unitm has 
pa^ ed the vva%" tor 
a temtnisE politic 
that ptisils the 
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MTlid^niy i^'umcn lu^t js nLituiLil hul iih hishirii jl, iiiit ds. 
^ivi.^n but MiiiiL'thin); isj isvit. 

Ii\ c uiitr^ist tis IhiL' M>micwhkit mori' am^^lid.ik'd LiL^th<.iiL' 
cunkXTns >*»( the E^^XTiniL'nt.il Er.ujiEtun, k'mtnisl JVdHitl '^jriJc- 
lilms ii]i C^injiJi] L^\i\iLd sinipli' ilL'litk^oEinn. Eri'int 
E Ill's tEi I'ljVJ'iitii'FiEJl iliKiiFni^nE^irk”*, Emm i:iiiEobH>]^r.iphkiil 
dkj chruiiiclt*s u^^ vkiis^ hybrids, trsim iivv jx-r^ 

lorm.inci?' super H to iejliire ii.irrLitii'es, une Ehirt>; is tkMr: 
Ehem is ni> ni>rmjEivr ell's! hetie pni^reirmtir hir k^minisl 
0 i>i fi E nle cu Ukire 

En their Ji^ ersiEy, lemiiiisE JiviiiE^^rde 1 1 inis iiver the pusl 
dtx'jde have btS-'ii eiuriicteri/i'd bv ti iritis iihith ncg^^ite Ehe 
myths ut ertMEinn «ind origin, whk'h t.ivi>yr LiitEerc'itLi' epvit 
uriEty, and which retusc' the Lxiuiidanes nf iturgin^ and ten- 


trvs Ehat patriarchal capitalism cimslructs. Yet mare than 
unit) in dlsersiEy. 1 w'ould like ta propasi* that aemss two 
dtsTcidts at leminist tilm cultiire^ we ivm distinguish Ehe for- 
mat bm 111 an identity politic thaE has shifted from teminine 
introspecEion lo femimsl rctrtispeclian, thji has traiisformc'd 
the private sphert^ at pc‘rsi>njl rumination into a new' histon- 
ipgraphy in lent «ti estpa tiding the public sphere to include 
w't^men, This development is neither synchranaus nor singu^ 
1.1 rLy linear, buE ischaraclen/ed hy insislenl and simulEaneous 
ea [Is lo d i I lertmee aeriH^ ma nv si ivs. 

FEMININE INTROSPECTION 

Consistently employing materials ,ind themes linki'd lo the 
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pnvdtt' sphfrt^ t.‘)iperientL“5, |oyc?u Wif|flnd*s films 

intrtxjuoe thi? idt^nhty ptiliHc ctucmI ki the explokihun 
lexMJl dillereriee in feminist films uf thv l*#7L)?i jinJ Kjy 

AmuitilKi’ hJs argued lh.it Wielrtnd's insisk'iKe on the femi- 
nine as i subject worthy of artistic investiji^tKiin sHs her 
from her E^perimenlal 

As an artiste Wieland has consist enlly ^nd const iupsly 
sought ou! the feminine precise ty as a silo of polential 
iiriagi,^ Vi' hie h have remained unecp]nrL*d by her male 
counlerpartsH t^nd in which she mu Id conslruct an at-slhet- 
ie based upon a tradition w hich she saw as belonging to 
women.* 

Wieland's efforts to du this can N- traced across an impressive 
range i>f work: fnvm embroidery and ipiltitig to hand timed 
Hlm^ from hmm hoime movies' to a narrative fcaiure. In 
WflfrrsrfrJt (l*^-hfVj VVieland films kitchen objects tcr^Kkery^ 
rubber gkwes, a lea ptU) as w'ell as her i^wn btniy to discover 
And define a lemininc' space; fabnc dyes are applitsi directly 
to footage and i|uilting ntH-dles are kised to create perforations 
in Hawdfrnhwy donu.-slic genres (such as the struc- 

tural ci>nvenlions of the fairytale in finf tiff awd Dirt jfi North 
Amrnitf tt^H^and the melodrama in her feature narrative The 
far Shore ( are callisJ upon to explore ptipular forms of 
narration generally asscKriated with women's culture; and 
Ot*er Piassikiw according to Kass Hanning is the 

quintessential girl rtfcad movie ‘ 

The aesthetic implications of women's traditional hand crafts 
stimulate the dialectal sphere of VVie land's invesligationSj 
providing her with the agency to explore a rw'w^ fernininc lan- 
guage Ov'er and again it is the artisanal 'home-made' aspects 
of filmmaking that are emphasiredn just as some of her plastic 
will hangings are made to look like film strips ('"Stuffed 
Movie,"* ^Ifome Muvier" ^W'ar and Peaoe, Smm home mo^ie" 
(l%6). Importantly, this combination does ni>t work to rein- 
state the' trace of ihe artist as divine but rathtt, by referencing 
the handicraft, recalls a f^icral past: art as an em powdering a>l- 
leclive activity. 

Wieland reclainui this history to constitute a new' history of 
him — not as aufatic high art nor a.s mass pitfcducl but as oraft 
which embtidies at once individual idiosyricrasy and a history 
of shared meaning.^ In this sense, her prog^ti tn^ars none of 
iho nihitistic undertime?' of American Pop Art but derives 
bom il a disregard for the boundaries of high and low^ art. 
Although her w'ork encompasses an implicit critique of mexJ- 
emism's evolutionary lelos, her aesthetic framework is reci>n- 
structive rather than decons true live. Unquestionably^ her 
approach can be seen to inaugurate the radical notions of 
authorship implicit in feminist appropnation sttatt'gies of the 
last decade. The notion of feminist authorship, as I have 
argued elsewhere,“* provides an alternative ti:i the Great 
Author of bourgimis individualism, wit him t relinquishing the 
"rebellious subjectivity" and pt^lilical agency that harthi^' 
OcaJ Auffrer rescinds. 

Curretii iheori/ations have related the feminine lo the 


fragmented space tif allegory where totalizing mythologies 
aremdid and dcHrentred. w'here the w hole picture givc^ w'ay 
to manv partial view's: to details.^ Undeniably, it is the very 
limiting aspects of film, its inability to magnify details and 
gestures fn>m the everyday that have served Wieland 's prac- 
tice. Vet in her films the feminine is more than intru.sive and 
allegorical, mi>re than a rhetorical device of sublime negation 
— the feminine constitutes and is constituted through^ as 
I jun'i:! Kabinovitz has insisted, Wieland's experiences and 
perceptions as a womans Working within a pre-feminist mn- 
lexk Wieland *5 films espouse a femmisi sensibdily^ by making 
the personal ptilhicaJ. by seeking new w'ays to represent those 
aspects of women's Lives and consciousness deemed inconse- 
quential to the grander narratives of history (Wflfrrsark and 
being exemplary films). It is in the fragment and 
through the g^tp* that Wieland finds the stylistic lexicon to 
build on a tradition of women's culture. 

Mol surprisingly^ the magnification of silent lips is a 
favourite motif in many of Wieland's films and her object art. 
Frozen between a yearning to speak and an unwillingness to 
be spoken, the magnification underscores an onerous intro- 
spi.'Ction; as motif it cmibodies at once a parndic celebration of 
femininity and a desire to overccFme its silence. If wo trace this 
image across a decade of films — the silent playful lips in 

1. Kay AmialJge. "'The Feminine Budy." 

tjMchrt' Cirierna, ed. Tierre Veronneau, Michael Dnrland and Seth 
Feldman i Montreal: 1^ Cin^mat^ue Qu^-bectsise & Mi'dla Texie)^ 
lv«7, p.2M. It \i wsnih noting that Wieland's emphasis en the femi- 
nine has lisJ male LTitics lo characterize her work as 'sentimental" 
and "naive."' "impish" and "less complex than Snow's.^ Hit omit- 
tafiLL- truim New York's^ Antbolcigy film archives (deviated to experi- 
mental cinemal in Ihe early lW>Ei reflects mil only this kind of criti- 
cal appraisal but her eiitremri^ divergence from ihe sensibilities of 
the New Vtirk underground. 

2. Kass Banning. "From Didactics to Desire/' Wlt?*; ttt Projjws.’ 
Buitdiffx femmift Cu/lurr, (Toronto: The Women's Pressk 1^87. 
p.175 (If m 

y. As with the acclaimed True Patruyt of tmo exhibtikm in Wl at 
the National Gallery, the relrtispeclive of her work at Ihe Art 
Gallery' o( SLlntario in 1^7 is the resuLl ot certain Uberal directives 
which have dtmi^ nothing lo unsettle the rigid foundations of art 
hliiEonral pracliETi's. Her presence in She gallery is somewhat dis- 
lurbing mU only because her w urk i&, in so many wa ys. antithetical 
to the heroic conte:^t of Great Art bul also because the most radical 
alipeds of htT practice are efiectively silenced. 

Que?ilions relating to the very constitution of high an and its 
supports, to a speclfity and a typology of women's experiences 
which estend the possibility D# a differenlial system ctf exhibition 
and mode of reception have formed the basis of Wieland's art since 
the earlv siicties. 

4 "Some Ttuiughts on Feminisl Auihorship." Open Ltiifr, Fall, 
mii 

5 . See f ciT example Naomi Schtw, Readme in iJftaii.' AfsiArf ac.'i and die 
femrnirif (New‘ York and t.ondon: Methuen. 1987) Or Christine 
bud-C ilucksman. "Calastrophic Ulopla The Feminine as Allegory 
oi the Mosiern/' Rrpri^senteffert.*! • 1 4, {Spring 1 

6. t^uren Rjbinovitz. "The Films of joyre WieUnd," feiytY Wrefand, 
An Gallerv of Ontano catalogue, 1987. 
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IVoleT'KirA, the mutL\i ch.inhng oi hen^wn p.vtrii>lL>.ni in 
ihvT iinJ I hi- ctm^'ei'^witinii iri T/'ib" Fitr Sh'n' — 

Wi' A >;ri5w rxtnn ervtnnr a gunving mo\'e 

frnm j silenl elscwheruH irofn the muted CLintr.idktiiin «if d 
liingUiige imptwed, to spe.ik. Owr .1 ten yi^jr perispJ, Irom 
\Mcfh*t^trk to The Tdr S/aenv the Cfitegon of VVoni.in is prii^rt^s- 
sively imbued with hi!<> Eerie.!] sipeeifieily, progressively 
grouneUn.! in pl.iee — irt>ni her own home to her snvn eounlry. 

ll ^VkeLin-d retuses thi^ lipt.ili/mg hiEigga^t»i ot nationi.!] -iiml 
imf^^nal disetuir^^ in Kevisippp ei^T P(k>hppp, she .ils^s insists th^n 
I he unity ol ivomen be delint^ through .in historic al malerial- 
ism rather than .in essential letnininit\ . Ik rhaps the nuist 
iiiEltietitla] .isjsist lpI he-r arl lor feminist avant-giirde pr.icl lex's 
in Fnghsh Canada, is .1 canvr whieh spans the bound.iriLSH ol 
short supt^r H films and fealure narrative til in making. Such a 
lra|LS'torv, by nc^ mcvins linear tWic^l.ind has returned to hef 
short exf^TLitien tal iilins smd hc.T ob|kf I artl. is pXTtcxtIy com- 
mensnrafe with the extroversion desen beet above, ix ith I he 
a spj ration to mo\ e out esf the prn ate sphere^ ot her usieji f^T- 
sona] l■vperLentes (the triple ma rgin.i] i/ation of being 
C anadian, a woman and making atanl-garde films] ]iilo the 
piibhe sphere, the shareti meanings of narrative einenia. hot 
impi^rlanllv, there is no one plaee, genre. s(yle that is tree 
irom Iheeonlradietionsol language, identify and eapila] 


ehief stylistic te.3lure in tnglish 
Canadian cinema since tirierson/ 
lenninist filTiTis haxe s< night fip twer- 
come siSenee by tc^rmulating intri- 
cate sou rdd mage reialions. In 
ettex't, the extensive use of off- 
M.Ti'tm vences and voice-oxer narra- 
tion has become their central dislin- 
guishing mark, cipuntering .1 historx 
£pf images w hich speak Eor them- 
selx'es. Ironically, it is via a reliirn lc:i 
C.riervin, to his terx-enl bi,’liets in the 
dnema as "hammer." thal feminists 
hax e cim fronted the statist authontx^ 
his cinema was intendexi losiipj^stH-t 
F'ilms like The Cmlmi Charm it'r 
(19771 by l\itrieia Ciriiben and Kay 
Armatage's Sfh'nktHktu f 19741 maieh 
ali/e two overlapping genres — 
new nnirrative and evperi menial 
documentary — in many wxiys 
paradigmatic of I wo dominant ten- 
denciLS w'ilhin feminist avant-gardx^ 
dnema of the ]9S()s. While Grubem's 
film relies on a sequential Linearily 
(which it disruptsi deriix'd Enim Eht^ 
fatrylah^ grows out £>f the 

stieial documentary assiKiated is'ith 
early feminisl filmmaking. Bolh 
films displace generic categones by 
combining the conventitms dticu' 
mentary' and fid ion; and, as I will suggest, both pave the way 
tor a hetenrgent'ous feminist body gNilitic. 


The C«n^rfif Charoctar 

I hi^ugh Wieland^s foray intii feature filmmaking w'lth 7Jic Tar 
.'^frorp' m^irks an impcniant interface between ax anl-garde and 
popular culture, Tftr Ct’pjtrriJ' CJwnichT extends the shattering 
of generic boundaries to a temiiusE imperative. The division 
tH-tWix-n i’entn'S and margins, betwx'en inside and outside as 
K'tw'wn ax ant-garde and p^ipiilar culture is show'ii li> bi* ^virl 
and p^ircel ot a patriarchal order. Crubim bt'gins by disrupl- 
ing the oppisition betxvex^n nature and nilture that the figure 
ol Woman has alwxiys Nxm made to mixliate. Amidsl terns 
and grexmery Gruben's character finds hersi^lf immerMxJ in a 
bathtub, hair sprawled t>ut like the sprouting polatEH~s m her 
kitihen, shi^ embodies 4 pun: nature as culture lust as the 
tem.de narrator comes to break down the subject/objecl 
do'ide by confusing she' and I,'" so too dtn'S it htxXime 
im|xossible lo distinguish ihe inside (her kitchxml from the 
oiit'i^ide (Ihi.^ w'oodsk 

Indexxt, the second half of the film, which has ihe ecMitral 
character tnow' stjmeivhal de-eenlrtxl through the x'uice-over 
narratiitni wandering into a petrified tores! . rexeals the 
winxis to be nothing mon."^ than a domestic junkyard. Lptm 


MAKINCr ROOM FOR CO N I R A D I C TIO N 7 S'lti FeldfH.m , 'The Silmi Subptvl in English C'.Tn.iduin Film.' 

Ih-spite S'lh Feldman s claim that a xoloni/ed silence is the rfdolTomnie: Erwin Ehjbhshing, 14H4i. jh-s 7 
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mins s^i histtirv' Lind a ivumi^n's vincc a 

formidjblc Liutuki^y: ''thdiK I j likt' ti^ vn' th«it I ivii^uld 

like sjy ih-sr..." It Is hissiuH^ ^hvrv is ncMKursidu irit^nibt.n's 
univ^,■^^,^^ tH’iiitJM' dt'sirt' h,is nu orij^in, no Linin', tlitit h^-r 
fdirvkik' hntls no n^olutlon; THUKH 1^ N'U WAY OLT UH 

THE wxxnys 

Thi' Ci^nirai Chtiriii h*r, liko nii.iny ol Wicliind'^ ks.‘lors 

owr thr sihyss tho opi^tomic crisis. hiHV li> uso pjlrkirL. h4l 
langU4ij^c lo chjIliMt^o pAlri.irchy? Tho ctdbpH- ul' nA^wrc ink> 
cultuFL^ su^t‘s|^ ihi‘ iTi.MtiiTn lA pt>slm<Hk*m k>nns of cinem.i 
iful Ati' ^vr|i,ips dislmcl bul novor st^piiMEo trom tho rc-pif- 
MTiliiilion^iE rosontincos ol tin i‘Kldt.‘r t^rdt-f. h is not surprisinj^ 
given ihts.. th-il ■C.rubon's subs^ijtafrU rilrn?i wiiuld, to .1 );Te.itLT 
and ^n-tili-r diri.s:t]y with ihv cunv-entiims ot 

narr^iti^ e dnoniii sti\Tin^ traditiorLal visu4l pU%isuri> ttiw^rds 


]no]itic.i] ends. 

Miny lilms h-ive Kriswn out o^ the tratectory Ldrvod by V /n* 
Ct'»rrtf/ for, esplorin^ theoskvni/^ition o^ j female imj^- 

innsry by relegjtmti feminine intn^pectiiin lo d ?d.^juestertsJ 
impriMmm^ space. In .stark contrast thu celebrntion of the 
endemic dorm-stic spht'fe in Walfr^rk, the female prnlap^onisl 
in BiirbdTd Sternberg’ s TnjPisjhiPn.^ fiy^li2y remains inLanerated 
within I he purgatorial space of her bednpc^im. Bel ween dreami 
and neaiily^ between sleep and wakingn she is besieg,ed by a 
cacophi>ny nt w^nrien's voices that keep her suspend i-d in 4 
feifitd hiatus. The filmmaker in Anna Cronau's Mitty 

cannot decide whether she is making a dream or a 
story and she loo is irapjxsi within I be narcissistic espansc^nl 
her bed — speaking into a microphom^H kx^king into a nUrror, 
trapped within a labyrinlh of doubled origins. Hh* domestic 
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liJti Talr^iirr \(iir by Ann MdHr htrminK 


di»m.iin is M htrsl iir»ly niit imhjtppy rt'iugt* trt^rn the pt‘rils i>l 
\hv MutsiJi^ wi>T]d in Ijcm Sphnj^'s Lind Ann 

Mjnu Flcmmj^'s Ym 7*iJt.v Girn Nmv Msirt- th^m imprni- 

ofiin^ ihn priv.3tn sphnri- htiji MbH fur i\ p,irudii\1 

p^im>plk>.jn uf phiilliicmtric dt'sirtv the "One Visitin'" in Taul.i 
FLiirfield's frn^mcnts jnd Kjthkvii MBiltlLind-C airier s 

inf.iniou!t menstrual film fn^ye Up^tdir:- (]S>HHl is'hich Ireat!^ 
saipjphilic tu a bltKid bath ra^^urs iind iLimp^ns. ITie 

discoursps af origin an: further implinJc^d ehn>ugli the pirn- 
died art hislnrv in AnnetEe Manguard s TJrr f!;ejrii!>yriTpif4u ef 
n'W73 and the coTnmtHlificatiun of bLiek skin in C.ljie 
l^wrentv's Di-sjVe" 1 1 Wn. 

In Ihe eDiUehE of feminist the^>rvF thes^^ tilitiH Hind manv 
others nt5t menik>ned here, present an impirlLint Lh^illenge 


AgLiiiisl I he I'ssiMil i a li/i ng ini pi us uf F'n,iu.h feminism's A'rit- 
nre NiFirFliFiOH as i^ell as the Anglo-American emphasis on 
e^pTimenlal cinema, they dis-pkice femate desire. Miiv ing 
beyond idisilist upp>sitk>ns, ideology crilii|ue surrenders to a 
thinking through the NkIv. The gaping reification <if the femi- 
nine in so many of fhi'se films clears the way tor the instTip 
tlon i>E a Lulturcsi and gendertNJ body. 

t.Lsi-grapliy is history and it is hv represemting women's 
bodit*s in spices filled with ntiisy am tra diet ions fm'onsiruct' 
ing ralher than deconstructing those spaces) thal feminist 
Liiant -garde films haee niigriili’d tnan an inlriwpSLiive Vlst?^ 
w here' Eti a in4>re UKah.^tsJ spa^v hem race, class and sexual- 
ity are iimong the muiny things that make up the pilitif.'s ni 
ienunist culture and identity. fTom this spice hasemergeil an 


«r 
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djUirLiit: piilitics til tvdniin>; iritfut tm oxplonri^ JilkTenci.'^ 
hrtiv'trn UiiTHt^n. Huil Adnenne Rich has phr^M.sJ tl, "'un 
«virij; dii kTcnce d iffercnll y . 

tiLOCAfINO ALTEillY 

Tht* riNurgt^rcc ii^ Icniiiiisl JiKum^'til^nc^ c>vt?T the p^isi 
fivt‘ ye^rs rctlccl^ the* desin* Iit lK-Htic dnd ct^rL^lnjcE women's 
npenences Jiid historit«i in wiiys th.it aftscl our cultur.il iiiJ 
political m4r|;iTi4li/jtion. While tdentily hirmatiofl wa> an 
fSiwentj.il tcritiire in the leminisl dtK’^iiment^inies of the e.irly 
197t)s, ihf cinem.i-vi,iile ^tyle ol these hims stressed ivtimetiS 
shared experiences^ Recent .iX iint de document^iries 
ippi^r more inlenl on torgin^ discrete identities ^md suh|ec- 
thitkSi lo cimstriK I hro^ider undeTst.indsng ot CL^mmunitV- 

fp«gifCrDi/y 

Rjy Armjttige is seminal intluence in I his respecl. 
Armjta^e mdiCi^li/es the mt^t conservalii easpcvh. of exposi- 
tor) aneiTj by lr^insli>rniing I he unitary authority of tr.idi- 
tkrnjl voice-i>ver narr.ilion in to a diseiirsix'e pt^liticjl com- 
menlLiry. The ekK|U4,^nE and eviK.itive struclure i>f S^mtkKhli^ 
cocnbini'^ duKiimentLiry^ .md fietk^n lo cronsolidate a dixersitv 
ol wximen's expLTLentes .iFiiutid aK>rtion. Addressing tt^pics 
ringing from birth cotitm] nind xx'iimen's wages to fear and 
inger, the helemgeneily of I he wt^men s vivices neeer priei- 
legi-N siny one ex^vnence or ^xtsitkin. The images that accom- 
pany the li^stiiniuiials an' made up of tragmentary rec-naL't- 
mentsol om^ Witmen's discin ery^ ot her pregnancy through h> 
irki atl^T her abtuiion Hy grounding the tnsdy in many evpe- 
riCTices. ihe film ih warts any unitary aijiMvlidation of temale 
klentilv; hy grounding the etnees in one btxJy, I he iilm con- 
90lhjjti.s.a feminist fxilinc a n^und gender oppre^ssion. 

An iinalogous helerogeneity in tor ms Gwendolen's 
PmtimjH Ry (1*^)5. a tilfn made with the partiapation of 
sriwa] pnistitiik*s and one stnpper al>i>ut poliie harassmenl 
Whik' different voice's reciHJiil ev^teriimce's of Sawlvir peTse- 
Cytionson I he sesund track, draw ings made by the women are 
iminakd ihrough ]ighting and camera movement. Framed as 
reewctixi eonx ersations between prc^slitute's on the street, the 
voices and the drawings constitute a rhettmcal blend ot per- 
sonal and lactual intormation. Aligned wHth her earlier w ork 
pfodudrtg women's ptimography, Gwendolyn challenges a 
histurv' of over determined imagery by hax ing the prostittitL*s 
represe nl themse lvesF. Relegating ptiKitt^graphic oh|ectifii.alion 
to ihi^ atiimalexi pdice car (lehich is constanlly interrupting 
tile womenJ, she turns the empiricism of state surveillance 
Ground and in I he pmscss cofisttucts a highly disturbing dtu-- 
umcTi t thai demands wKial change 

Similarly impressive* is ihe lashioning non-em pineal 
fpistemologies in resrent hii>graphica] and autobiographical 
films by wxvme^n. TlH*ir various hybrid feirms oflen combine 
documentary' and ruxrrative wilh etperime*ntal ti'chnt^ue^s to 
fUggesi a subffe'clive autluvrial pr^^mce which privblemali/es 
discourse's of self. Many vif them manage lo slmulLmexiusly 
^Kcity arul con found an identity p^ihtic through eximplex fe>r- 
mal and thematic juxlapewition.s. For instance, this is seen in 
Brenda Longfellow's exploration ot the tw'o Marilyns 


i Monox' and IVlIl in Our Manlyn (I^K/L Marion Ml Mahon's 
examination twm ixirms ol labour (marriage and nursing) m 
NursMiy Hismrv the tivu accidents (abroad and al 

home) in Vl^u TiiAr* Ctirc Mangaard's juxtap^tsition ot iwii 
Women artists (Spring Kurlbul and Judith Schwarts) in 
DiWifnyjk’ tur V'j.'ijotp tIMMili; twt> wiim^n rtxi'alling Hin>shima in 
Chuth (l^HSJ by Si ott Maine's and Fumiko kivtHikaj and S.illy 
i.vv's imnHT'ion into uf Sj^zfc VVciuy in I le'len Lix“ s 

comical Sniffy s Spuf (1*^11. While fore-grounding the 

SI ngu lari ties til women's lix'e-d expteriences, manv of ihe'se 
films deix nd on exchanges Kiwevn wtimen, helwei n ge-ogra^ 
phies and cultures. Im^xirlanlly, ihe inlersubjtxlive |XTsitions 
and cinematic pleasure's they construct are direxitxf low'ards 
women. Kathy l>aynumd\ ''dtHU-fxim" Nk e- Cl/rK fhuf'f tt 
(149(11 brings this lo the fore by pnvi iding an i*xplicit sti,p hv 
step 'how to' for wxvrnen w ho want li> exfH^rience temale ejac- 
ulation. 

THI Tension K'lwwn forma li.sm and aetixism underlying a 
bistorv of wome'n's cinema, as Tt^esii vie Insiuretis asseTls, has 
prixtueexi a hetirogoni-itv thal aims at exp.induig and crevit- 
iiig new ctim muni Ill's of women The political solidarity ot 
Women depends on ihe mutual rexxignil ion of our differemx's 
and our dille're'nl mx-ds. Tiy this end. there is n^i one sile of 
resistance, no lute slyle or jhnnt of view that defines fi-niiiiist 
intiTx entiim 

While the critique ol realism thal ei-i^lvixl out Eit psixhisin- 
j lytic lemlnism in the niid-147(K was an e'sst'nlial slep in con- 
fronting the opprc'ssieenc'ss of prevailing htrms ot narratii^n 
and represi'ntation, it has all lixii>ften led to a static over-esti- 
malion of the subx'ersix'e elftx’ts of ntTn-realisf forms. The 
aimniodiliialion Lif ex ery thing new'' m corpi^rate culture has 
deflatixi the Lipposition to realist forms that tuelilixl earlier 
ax'ii n [ -ga rdos. Feniinisis hax'e rt'spNmdixl to the expiiinsii.>nisl 
mandati's ol capitalist aalture by penetrating all areas of lilnv 
making. Fk'xeral have dlrtxtixl their efforts toivards excaval- 
mg, as Bnxht had put it, the fxftf nkf p/ixpsun's oE nnirTatix'e Eilm 
in i>rder Ui accis,s larger niuJ Lenox's. Many others continue li> 
produce work in supxT H and Hmm film as well as video, 
using inexpensive technologies and smaller exhibition xx-nues 
Eo defy the ever growing pressuri.'s ntnd conlrols of a stale 
Eunded aalture. 

So if feminist avanl-garde films are no Imiger Eo bt’ found 
in one place or under one aesthetic kiiiner, it is nol because 
the axanE-garde is dead taltbough Ihe .Avant-Garde is 3. It is 
not Kxaust' Ibx^ feminist mox'ement has been crippkxi by frag- 
mentation (although divminanl ideologies wtTuld havt' us 
bi'lieve il>. It is thLxauM.^ ihe feminist struggle lo Isnate new 
meanings (the tEPunding principle for the alliance betwtvn a 
feminist and an avant-garde jx^kEicJ. the ntxxi lit form coiili- 
liims across many sites and the corresptmding urgency lo 
consiruct a plurality of wxjmenS histones and imagings to 
t'xpand i*UT pari icipa lion in the public sphere, to ex|;xind thi' 
lery' definiEion of the public sphere is clearly under wav. 

H. Adni^pne Rich, Xhj j jg’s. Si'CO'Is. tiPNf Sili'nii' (\ew ^‘ork: VX‘ VV. 
SiorfLin. 14793, p.lS. 

4 Teresa de I.Miuienhs. TrtfrncJeyrcs iif t^prifcr iHloomington and 
IndiJTupiilis. Indiana L'njvtTsily TresS. 19H7j. p 13'i'. 
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My fhi^t mutiou ivi 
the liniii hohml, kiltn} hi 
ifiiikifi^ ti Vifti^rtiph ffieture, 
was i orer the timp 

fiirpieci% the litlitett liiwnif 
eyes, the stub fihl stilleii, the 
senuiphore nirs no longer 
tunett to signals. Then niy 
iieiermintition to do 
sofnethhig for their eouse tons 

thn n . NELi Shipman 

Dog and Woman, 
Together at Last 

animals in the films of NELL SHIPMAN 


V K a y .4 r m ii f fi g e 


ZOO OLOGT 

Ndl Shipman hdiA iHvnmc in^ with ^inimc^k tvirSv in 
ht'r film cdrtvr, wht^n a juniar sLir At Vitiij^riiph she Ku] 
seen .1 hiitHJil ^twn eks. trie shiKks tu muikt- ll sn.irl. jnki then 
dkipisi st> il weiiLJ Uv 1^1 ill. She hdd wdEehisJ ihe dimnid] Jie. 
She hiKi dlM^btvn hv the pi.ini? win- 'Kiimiinj^-VV — 

the meeh.ini^m thdt tripped by dltnuhing wire to a 

k^n-Se^.l In her .iult>bii>|»r«iphy she vvrele "My first redeliun 
on sei'in^ I he KihvJt. kilUM in milking a Vit^iji^ftiph plL' 
tiiren wds j^rief I rrieJ iH'er the limp furpieie. the 
Idw^ny eyes, the sluh tiiil sti lik'd h I he Sk’mdphmre ears no km^er 
tunisJ l[> st^i^iils. Then my JetemnnjEidn lo de Mimethinj; ibr 
their w'^is buirn. E kni^w it tkiiulil he j sn^dll tH'^imiin)>, 

bul, if I euuld shew thi^' dnimHiIs on the HTi.s'n dtiin^ iheir 
stuff frt'ely, unej^t'd, unaErdid, then a step w'tiuld tdken. ,i 
sniid^i-n tif amimunk".itiL>n est.ib]ished bel\k et‘n fellow eriM- 
tures."^ She hj-d seetir -ifter the Sr\'A luitl sti^pped tn, the 
tr^iinm^ of horse's adJ do^s for films, hot wild t'bnimjis were 
still badly tredti'ki. She made up her mind then ti.i get hor 
''iiwn w'ild animat cast and make actors of them without the 
OH’ of whi|iS*,, hhooted ei>mmands, [o-f! ehargisJ Wirt's pt^ktd 


into them /’■^Shipman had btMime known early on lor her ahi 
I lf wild antnials, inel tiding Ehe famous BFowme the bear d!i 
well as dk't^r. i-lks. eoyoEk-s, ^^ tilvi^s, a eimgar, Et^'o wildeats^ 
and a>Sk>rted racemsns, skunks, tsigles, owU. ptirLupines. 
Ksu ers, marmols, muskrals, rabbi I s, dogs and tats. A map of 
I ionhead l.odge, ihe Shipman L'stLiMtshmenE at the tip oi 
Priest l^ike, indicahs, Ehe primrmetue ol the Een antmal build- 
ingsH not counting eight mala mute hnuHs, and a lx -aver dam.-* 
Siea r I V ai I oi Sh tpma n ' s I tl ms teatu ril'd a n i mals in prom inent 
Fok-s, I inuE lolling as romantic agent, comic relief , victim or 

hi. TO, 


GENRE 

Shipman's w Ltrk w Lth animals and the natural M.'t tings ot her 
films ii,ere amongst their chiel comm^^rt-ial tiMtures. 
iVilderness and adventure st-ories had lopfH'd the literary 
tM'stsk ller lists iinee the early lec'ns, i^ Llh Ztine Cirey and lack 
l .ondon (he ksidiiig e\|.xinenls i^E the tofm I’.E. I larre's Tfte 
fTenraf i\faNk'ii ivas notable in combifiiTig a tale nt heroii; 
tefiiinme virtue with an "F sqm mam' sc'ttiiig ^ \o\ els of the 
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Do You Want a Different Film? 
Never was there one like this 

inl»uir>' nf 1 hi.' iff (’aJunyaj-t wiJdit. 

and Wapi, ih*- KiltiTn a whnih^ h'^ain tn htiT lifu luicl m . 

pfn-a( t:n'ar which bt-r (ntm a maj'i nmrt' Sruta] lluti Ihi' ‘rt k^ri 

>.hi' ilripj|ian^ fn™ a nK*rii]|: rTwiunraiEi riln-iim. 






F’'ii’st National Special Atti 


ictiom 




Adv4^rli^mrfiE for by \«ti ip nun 


Cidri^ilidn wihk!** Umk in pi^p^alarity nn'unj HI4, ■with 
iuthors such iis R*ilph Connor^ K.vrold Bindli-KS, U Fotsiner, 
Vij^ir Rin.\ B.W. Sincljir .ind Alici' )nnt-s the top sell’ 

In |4|4 tJlav^T fiirwiKad's ^ sttar^ id <111 

sk\i-do^ who returns tu his i>wn kind'^ w.is worth 
notinj^ hdltm-i.'d in 1*^1^ hv his Omutri^ timi thv IVoPUriUr 
ini^nlionnJ Js a ' In i-lv nuVU>drAina l>i ihv t diiLiLiidii 
Ntirthwt^t."" By 14t7. novels con tempt i-rory iwiTydoy lile 

or td exotic rom.ince uere I he rtvo mi^in hlerm' pulls on the 
public pursi*, lhou};h "'the novel ot Lidveiilure or mystery... 
[And the I sli>rv' ot the ^t^^eAt ivuldisir^ '-till |niLidi^] up a eonsiJ- 
fTdhle pATl ol the yeAf's tiction 

By the end ol I he WAr, lAnu's Oliver Curwinki Dh7K-1^27> 
hid ichieVLSut A shiirl dived; |>it>.iliiin Alongside Aine Grey Lind 
jlACk lji>lldi^n As I he K~sl-sii'ltiii); Authors ot ^ii'ilderEle'-s Adi'eri- 
ture. Jillhoii^h it is niduhle thAt the wilds laf the C'An.idiAn 
Non h west were now seen as a '\x>mmi>nptAce'' sc^Elinj; lor 
pi^pulAr tieliori.'^ MAiiy ot t utn^isid's novels were iodide iiilo 
hlms, including Giinf'-i CoAJrJri/ jojd Nre IVVimjiFi (t4]Tl. Bjircc. 
Son of Kazijtj C Bihk ts* Gimrs Ctuiinru II 4 And 7fte 

CtilJerr SiJiire i!l^2D. All hut the Iasi stArred Nell ShipmAiv 


Although Amongst lilltl geiin-s, westerns wete dSlWdSVs rellAhle 
AS the mosi p^ipiilLir genre, neiXTtheless both dog shprii’s, dat- 
tr\^ tri>rn Rounoti hu Roivr And Adventure til ms hAd 

tHx'Ti stAph's lA E hi- distribution syaldii Ali-s. 

Shiprriiin s OArlit^sE successi-s as a st^r had been in films 
tsist'd on CiinvAHHis nc»vels or short slorii^s CurwtHid hntd 
liAil modest success wiEh thi- wilderness And Iih:a] ccilci^ur 
.uk entun,' Miwels which domii'udcsi [>pputAr tictikpn in the Eirst 
dux Ad of the 2L>th centurx but with the piiblicAtion ot kA::*iir 

1 Veil Shipni.vn. Dfr .Sttr-i'tj anJ .Mu Ifr'Arf <tlr.iivf, 

ldAhi.p; Hemingwjv U tsiem Studii-s Si-ru'^^, p 1 

2 nhid . p ii 
1 ihid , p i 

4 ihids Kd ^liArd E vereEt tLi^Ee, f^ii' .‘bEJi'FjiAii Vi'Ai^ i 

i/Erd i /^rh/jUTcriipEjJc*' •‘rePN fiu- /brje-rjirfFi Voo I4|(ml4, 

p7| 

b d'id.p4E 

7 ihid .pin 

ihid . p ] 

4 Ihid. p 147 






N#I3 Shipman 


J. storv' vt J wolf di^ in the C-injtJi*in Fjt Norlhr Hh 
fame hAd beftun tu riv il ih^t of l^ck Lomion's HTriJf and 
Ctf/i f»/ GiHf s Qjinifry Wi}matu ^ ^lury Lif a 

"kne so d«'p ond confident in the breast of the hero thnit it 
pierced I he curtain of apparoiu umvotlhiness in which the 
heroine had fell it necessary to cloak her ow'n ^ctionsn'' 
enji^ved sales the same year and was made into a film 
which bes^n the partnership between Shipman and 
Curwi,HKj,j and which would label Nell litrever as the girl 
from CtHl's country. " In 1^17 CprwtK>d returned to the anl 
mal kingdom with TAc Crizzlu and Bam . Son of 
the latter of which again sMrred Nell Shipman in the film ver- 
sion With CurwcMsd. Nell Shipman had a>me to a prtHiuctiim 
pfiftnership based not only on material suect^r but alv^ bul- 
tresM-d by a spiritual conneclion around tbeir philostuphit-s 
about animals. 


lOQ^OSOPHT 

In the |?refaee to Bam\ St^a Of Xaciiri Ciarwtwtt articulates the 
philosophy which could alst> di-scribe Shipman's: 

\ have come to believe that if boys and guls and men and 
women could be brought into the homes and In es of w ild 
birds and animals a.s their homes are made and their lives 
arc'- lived we would all understand at last that whe^rever a 


heart heals it is very much like our iiwn m the I mal analy- 
sis of things... And in my biK>ks it is mv desjre to tell i^f Iht^ 
lives of the wild things which ! know^ as they are actually 
lived- II is not mv desire humani/e them. If we are to 
love wild animals so much lhat we do not want to kill 
ll\em we kmm' as iky aduaily hir. And in their 
lives, in the ^i< ls of their lives, then* is sti much i>l real and 
honest romance and trag-^dy, so much lhat makes them 
akin lo ourselves that the animal biographer nt^d not step 
aside from the paths of actuality to hi>ld one s inlert^il/*^ 

Curw'ood was a Michigan boy, but his favourite place was 
Canada, w hich he calkd 'Qd s Ceunlrv . ' the setting for all 
his WHPks: 

The vast wilderness of the Teace Kiver country, the moun- 
tains of I he westward, the great rt^aches of the Athabaska 
and thi‘ Mackenzie, the wiilary arcitc p>lamsH and l he umn- 
habitetl forests aNrut ttudson Bay became the ruling pav 
sion of my life, which I determiiwd to put inio my IXMpks 
so dealhlesslv tha! for many years to come all might read 
them and learn to love the scenes where my hert>es and 
hennnes lived.^ ^ 

Margaret Aiw nod's 1472 study of t anadian literature, 
suggests that the genre ivl realistic wild animal skv 
ries i!i a Canadian invention, dating irom Ernest Thompson 
Sefon's Wifd Amrtmh I KMnu n. Atw-sHd sees this genre as 
the lynchpin to understanding the Canadian psyche. She 
compares I he Canadian treatment ol animals in fid ion with 
Bntish and American models. Ciling Kipling's Mow'gli sto- 
nes, Kenneth Crahiime's "Hrc ni fftc V%'?WifExsi and Beatns 
Totter, .Atwsud argiu^s that the British anthrnpt^morphi/e ani- 
mals as simply Englishmen in furry zippered suits She con- 
trasts the British with American literary animals, which are 
generally ihe object of the heroic quest with the intercsl 
si|uarely on ihe hunter. She refers to the w^hite w hale in Mohy 
Dick, the hear in Faulkner's “The Bear,' the lion in 
Hemingway's “The Short Happy Life of Francis Macomher/' 
and the grizzlies in Mailer's l^'iiy We in Vittmm — am 
mals endowed w^ith magic symbtrlic qualities: 

They are Nature, mystery, challenge, otherness, what ties 
bewond the frontier: the hunter w^ishes to match himself 
against tht-m, conquer them by killing them and assimilate 
their magic qualities, including their energy, violence and 
wildn^*ss, thus " winning' over Nature and enhancing his 
i>wn stature American animal shines are quest stories — 
w Ith the I loly Clrjil binng a death — usually successful 
from the hunter's point of view', though not trom the ani- 
mal's; as such they are a comment on the gt-nc‘ral imperial 
ism t>f the American cast of mind When Americans have 
produced stories which superficially resemble those of 
Staton and Roberts, they are likely to be animal success-sto- 
ries, the success being measured in terms of the animal's 
ad(ustment to people — as in |ark London s W^ife 
where the wotfdug, mistreated in youth, begins by hating 
men but ends up loving them, saving them and living in 
Califomia.^^ 
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Owivt-niely, AEw^mxI wes Candid Un animjl sloriifs as not only 
beinj^ told frt>Tn the animals pt^inl oi vivw in a r^alLslic fash- 
ion, by I bein^ essentially tragic tales of cruel and M«nseless 
death, with the animal as vicrim. 


IN A DOG'S OWN VOICt 

While AtwotxlS K^ak is essentially a thematic study and has 
many melhidubgical and thwretkal problemji, it is, never- 
theless. a staple of our Canadian attempt a I self-undersia rid- 
ing. The book alsti deals only with mainstream literature, and 
omits the gn'^at tradition of s^mhinental and ptipular animal 
literatLir^’ in Canada, a genre wildly successfu] ever since Iht' 
publication of Margaret Marshall Saunders' Heauttful file in 
IS*??. The first North American million-seller, Bcauiifui foe 
i*ent through many editions and was read by every Canadian 
and perhaps e\er>^ North American child at leasi through the 
when I wept copiously inlo its pages. Significantly, 
Boitulifui foe w^as an "autobiography" of a dt^. presenting lile 
from the dog’s poini of view and in its voice 

Curw'tKid's animal stones, without giving voice to lItii- 
iiwls, also fall squarely into the H-nfi mental g<.^re of animal 
adventure in which animals and humans meet rn mutual 
friendship Curwood dt-senbes ihe real life Kazan, whi^m he 
found as a killer aNsut tts be shol bv hts ow’ner. 

Kazan, thi* bad dog, the half-wolC ihe killer — was llw* best 
ftJur-krgged friend ! ever had And Kazan was the (alherof 
Baree: (.jrey Wolf, I he lulhbkKHJed woll was his mother. 
Nepi.Tsc% the Willow^ | Nells part in the film] still lives 
near Ckd's lake: and it w^as in the countni'' i>f .Nepeese and 
hiT father thal lof three h/y months I watched the doings 
at lieaver Town, and weni on fishing trips with WakaviHX 
the bear .. Wakaytx>. Baree's big bt^ar friend is dead. He 
was killed as I haw di»MTibed, in that piKket' among ttn* 
ridgeSj while 1 was on a |aunl to Reaver Town. We w^ere 
becoming gisid tnends and I missed him a great deal.^-^ 


THE BEAi, THE ftOY, AND THE DOG 

Kell Shipman, a Canadian who livt^ i»ul her carc'^'r in the 
115., disguising its wildemt^^ landscape as a Canadian par- 
idise, espoused a philosi^phy similar to C urw wid's She 
reteired lo animals as ^smail wild peopW^ and saw' thi.tn as 
fetbw creatures. 

bhipman usually starred in the films with her pets, but m 
Vie fUvr Tfie fkiy. ami Tite {1U21, m minutes) she- appeals 
only as an evtra, wearing a large hat shielding her lace and 
^ing with her back to the l amir a- In conirasi with the fram- 
ing device of Siwfinwy which sjtuak^ her as writ- 

er/enuncifltor of ihe lafl tale, sitting at her typewriter and 
imilfng conspiratorially into ihe camera, her presence/ 
ibsence in The Beer, m- Boy, onj The Doii could be seen as a 
disavowal. But I would prefer to read it instead as a modi>st 
actot generosity, giving theepimymous ino their rightful sta- 

as stars, not to be outdone by the more famous face of 
d^eir human director. They are the only featurevi players, and 
if the title indicates the equal w^eight of the three characters 


in the film. And 'characlers' they are: both the dog and the 
bear are autonomou^i subjects in ihe narrative^ capable of a 
range of emorionai responses, hermeneutic analysis and the 
formulation of strategy. This seems to be an essential 
Shipman authorial n<>le: that the animal.i act on their own, 
apparently without instructions or orders from human mas- 
ters. Shipman ev en attributes thoughts to them ihrvrugh inter- 
titles, Here, for example, lh*‘ bi^ar's sad reflection on this stale 
comes cltise to poefry^: "And (his on a Sepit-mber day with the 
wind whispering in llw wildw ixsl, he sighs from his cage in 
the zoo." 

The film K^ins with the iiitriKiuction of the three charac- 
ters. each confined on a bt^aulifut September Saturday: the 
boy by his chores, the dog left tied undtT a tree a.** his mistress 
driv€?s off, and Brownie the bt^ar, in "ihe saddest prison of 
all," Ihe Brow nie's cage dtnir is inadvertently left optm so 
lhal he escapes |ust as the dog is barking (in intertitles) "J 
w^ant my liberty" and the boy dmdes to go on strike. As the 
dog wTiggh-v its head through its tighi collar, the intertitle 
takes the dt^g's voice: "If you sertn^ge hack your ears this 
doesn't hurt ..much.'" 

A Iw'o-rtvl adventure ensui^ in which Bnmtiie raids the 
boy's housi.’ and evenlualty mcvfs up with the boy and the 
di^ whi> have left for an adienlure in the wchhJs. The meat of 
the tale is ihi* frieii<,lNhip that des ekTps among the trio, even- 
tually culminating in a sentimental tableau of the three of 
them, all eiitw'ined Ic^gethef, sleeping in the w^chkIs. Of course 
the burglars/ villains are apprehendevi thniugh their efforts 
and alJ stvms right m mov Leland until practicalitv^ ovcrcomi*s 
sentiment in (he erui, w^hen the p^xi-r gentle besar is sent b^ck 
lo the /£x,>. The film contains a wonderful surprising niH^ment 
when Brownie l liases ihe boy up a liee and runs right over 
him. The stunt w^as not in ihe original script, according to cine- 
ma lographer Joseph B. Walker (Tfic iJ^i^hf on Her Fdff, 
HkiIIvw'chhI: ASt Press. HH-ih hut Shipman was so taktm with 
its liveliness and naturalness lhat she rewrote the script on 
the spill loacctimrnodate ii. 

There is n-ot hmg parlii-ubrly remarkable about this charm- 
ing little tw'o-a*e]er. Nell Shipman turned out do/easof them, 
and this is one that was presc*fvcd by accident in excellent 
print condition. It belongs to a tradition of dtig films that is as 
long as the cinema itself, bt'ginning with Rescueil by Rm^r 
(l^tllj and including Alice Cuy Blache's The Deteetii^ s Dti^ 

( WI2) as welt as the many Ussies and kin Tin Tin films of 
later decadt*s, not lo mi’-ntioo thedreadtd Disrteys. Shipman's 
films are nolable, htswever, for ihiir light louch w^ith Ihe inler- 
titles which repeal the animals' thoughts without a! templing 
any Kir. Rd ' s<irt oi represc^nlaliims oi speech. Tfrc fkur. Tfir 
Bny. ji/rd The One J aimerslone tor understanding an aes- 
thetic sensibility in which ihe £,-riUnciation of authorial identi- 
ry explicitly connects ruilute and Ihe animal world w ith temi- 
nine heroism, 
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THE TRAIL OF THE NORTH WIND 

This sdfr\t- lipving «ird hurnoripus undi.TsNsitiiiii^ is i^vidcnvisJ 
.IS WL^Il m virtxi^illy Shipm<iiii'sothi. r c\Um\ tiim«h. In Tmfl 

tif ihi' NnfHi l\iPid (NZD A miildmuti’ lumt'd Niig^fl (pl.n'LiJ 
bv d mdliiniutt' n.imi'd Tex I Si 1 vl»s ihv Udv in .1 mother hi'fn'it" 
dispidv ul jnim.il siihjtrttivily. He demtPTihlrJles tir^ii hi*- 
deteririmdEmn and skill by uriii^linj? tree l^rom bis s]ed-d!i>g 

h.irn^’SLS, jnd on to iriick the miss^inj^ L>rei.'nHi nind Billy 
(pldvi*!! by Shipmdn .ind mpii Hjiry) ds llwy ‘-lumble thnniKh 
the junow-btiortii ^vitderness. When he Imds ihi-ni, he sel^ 
them tip in .i little ‘shelter until he e.in rouse \wi* wihnJ- 
eutlers U> their reseue As in T'^it' Htdr. Tlxe jipid Tire d 
siniiliir iPisiiNi iiiPil suh|ieetivity iitli'rnns I he interlitles: ds 
\iij^eE/Tex dpprLudi'hes the men diUd runs lIw.iv dnd returns 
d couple ipl times — his inleiuiens si^ndliisJ li> the spt^ldtt^r 
bv d quick k.Toss>tdde to l>rivnd dnd Billy in their snowy Idtr 
— while the winhjsmen st.ind there hi< iking dumb, Tes bdrks 
lin inlerlitles) "Come this udv! Cdn t you undersldnd dog^ 
enghsh?" 

INTER'SPEtIfS COMMUNICATION 

f FijrJ LPf (ire Si*rlh IVjfpJ lunges dre»und eommuniidtion with 
dnimdls ot l|]I kinkis. I>rts.‘nd the heroine Is identifitsl lirst ds 
the "story-girl" because^ sh*‘ listens lo the Idhsot ihe creottios 
ot the wild diid transldtes them lor pcHsplOr the lilm open** 
wilh l 1 montage ot dlternjtmg eoniie and lyric wilderness 
scenp.s wilh dogs, ducks, dtinkevs and bdby skunks. Such 
imuitdges and tableaus exhibiting The lame animals and 
ShiptnatVs comniunication with ttiein are trademarks i>l her 
titms as Well. VVilliam K. kvers^m complains of Mrc GmS' Shrkf 
<li42.T) tliiU 'Midway ihrongh the tilm, its narratne conws a 
virtual hah when Shipm.in's character discovers a 
E )isneveM|iLie ludilen v.illev, share's a cave with a bt'dir, and 
Ci immune's t^ ilh nalure and w ild animals tor a rtvl t>r iwo. 
KiUher lh.in tfcu- narrative coming to a virtual hall, 1 would 
argui- i>n the cmilrarv that the plols ol bhipmans til ms are 
%er^' oiti’ii d[e\'ices constructed preciselv to atli^rkl sui h 
miitneiu-^ mlransitLve displav. The impetus lor I he pliM ot 
Triifla^ t/rc North — a simple laleot ivildernc^s iravail — 
is grandpa gelling caiighl in a trap, so the exhibition iit inter' 
s^xs:ies Ckinnivlioii is ihematically central What hurls the ani- 
mal alM> hurts the human, and it is clear th.il svmpalhetic 
commuiueatu>n and it's^v.x.’t would prevent all such iniuries. 

I he mcpral tit the stt^rv is told with a smile as l.’JiL^ena / Nieil 
si iid*. Ihe trap lo a watery grave, neier to be uscsi ipn animal 
tir human again 

TM| CONSTRUCTION OF CANINE SUBJiCTIVITT 

Hijck h> G-nTs Onmtn/ It^li*), tor many years the only leature 
tiim ot Shipm-m's that wms km>wn, Incliidt^ the mosi exces- 
sive ol all the displays i^t human /animal coiinmunicat]t>n. In 
an earSy scene, IXilores Splaycxi by Shipmani lolls atsmt in 
erotic plav w ith Brownie the bear, nuzzling his snout and 
t wreaking his ears, as skuiikSn sc|urrTels, raccoons and babv 
loves cavorl abi^ul her This is the epitimie ot hte m CascTs 
ciiuntr\% repri'senlinga psiradisical \ ision x^i inter s|HH:]e> lov e 
and itarmonv — with matching ki^ cabin. 


Mini fe Goitftttu is at cipre a dog story, howevvr, basx^d 

on l-ime'^ luHiver Ur^ktHid's Gai^l Hiiif*.eii'fc 7 PiPiy shtirt sUiry 
"VVapi the W-ilrus" (colk'cted iit t /tc 1 neklcjr ipf Slnrir*s, 

txl Kra /istel — no k>nger in print]. In ci^ntnisl to the relativ e- 
ly ilomeslic achiei etsients ol the dt^gs in Hv Mivr. Hti' Bey 
Tljc atid Tnij/ of Nrr iVerJ^i Wmi/, M-Je i in GcnTs Ciwmtry pre- 
'^■nts the dtpg Wapi <playt\i bv matching mastills I resore and 
bn^liier kex) m a mueh more heroic misJe. A variatu>n im the 
bad liog story, Wapi ss louchi'd by Ihe worn an who intervenes 
as he IS t's^itig whippekl bv bis cruel m4ister. and when the 
time comes for the Inevitable chase and reskUe. Wapi is at 
lliNlori's' side, turmng his lormer 1 iciousne'ss inhi hero-Lsni as 
he slays Ihe v tllaln s >k li dogs so lhat I>ok>res can escape' 
w ilh her ine^ilid Imsband 

Wapi is given A tn'roic genealogy in the prologue lo the 
film VVapi's anci^stor, the threat l>ane T^io. ix liitrLHiuci'd sLl- 
titig quietlv, genlly blinking his eves, m the first medium 
klos4^*up ol the film, lao has cv>me at the side ol his m.isler, a 
Chini*M’ man draT,H,n t^i ttu^ Sii>rth "by the lureol tioid- ' While 
racism rules the day, hoivever, tor "ihe yellow man" is first 
m*^u]tisi and then kilksJ,and the huge di>g is take n. I"he line 
that tiiSrtends lrE>fn Tae> is cruetlv nusireaksi by ihe barbanc 
while men who htive conquered the "sivage wildernts^s" and 
Wapi Ihe Killer is the result, torlv deig generations later The 
ex(ri. mi^ close-up that intrcKiuces V■V^lpi the Killer contrasts 
tellingly w itti the intri>kluction til gentle Tao, for Wapi kxitns 
al the mEiiith as he snarls and hurls hims^'ll M the camera, in a 
very dyniimic hth's ot sheets. 


EXTRA-SENSOHT INTIR-SPEClt S 
COMMUNICATION 

brom the <nilM.-l ol the lilm, Wapi is a leatund player in tiie 
et ents. His jireNk^nee and consciousiit'ss are interlacisJ f^irticu- 
larlv throughout the rntrLcately interkUt dramatic scents, lead- 
ing up to the climax, m whicii he is msirumental As uncanny 
extra -sens^m cs mun unica bon ma tehal isc^ bet w tt-n Wa pi a nd 
[Xilort's. Bc'tore they eve^r mec^, I here is a cut Irom l>ilori's on 
ship to W'nip] at the trakling ixisl, lollow'ed by the title. ^'I.ike a 
great wingc*d-bird ihe Flying Moim [ihe shipl brings to W'api 
a strange and thrilling message trom the white man's world 
i^t his forefatluTs " This mtertille is foHowt^J bv a close-up of 
Wapi in vicious killer mixle. Again in the scene where the vil- 
lain is trying iti gel his way w^ith IXiloreson ship, her plight is 
inlercut Lsjjuallv with stmts lU Wapi tar aw ay across the ice on 
land and shots t>t \ell s helpk^s husbankl lying injunxl in his 
bcsl in the next Cnibin. Wapi, like her husband. *x“nse l>slores' 
plight And this IS all betore they mivt 

I he lirst mt'eting K'twevn w‘o-man .imi di^g is instrumental 
Id the constRikiion ut canine subjis-’ln ily and the delineation 
of inter-sixx'ies inler-subjetiiviEy. IXilorts^, has decided to take 
matters into her own hands, and slrikes out akTt>ss the ice and 
snow lo seek help at ihe Trading Tost, ivever sus^xsting that 
Ehc^ E\ist is run bv a man in cahimts with the vilkunous ship 
caplain pk^tting her sedutiion and her husb,indl's death. Cut 
lo W'api snarling viLiously m dose-up, fighting w'ith other 
dogs Blake, his owner, lakes a whip to Wapi pust as Nell 
apprixichi.'s. VVilhoiit hi’silalitm she flings herself tvtwx'en the 
whip and the dog, as Blake warns "'LiHik oul!" Thai dog is a 
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devil../' Itul ith hi^ sptMk^i, the killer m Lriicu I eilisIv 
qiiict> tis the mtiTlitle avnimeiils 'W neu- inirsieie at 
yndiT%Lindtn^, rtiusi-d hv I hi.- t<nirh of a hHind /* 

Whi^fe^is the mihiel nt temminilv e'^hihik'iut in ihe elht-r hlni'^ 
dernon^lTiik^j th^i! remnirkiiMe eemiriunjL'iitLen «is idiiisvtii ml- 
icftlly ^ymplomjln:, in iKe cEinni.^tijitn 

betWit'n k-niLiynitS'^ .ind inter- under^I^inding is ni.ide 
f^pheit iind shinvn te K^i'SM.^nli.il lo ihe nLitiire eiI ieniininitt . 

FiMiNINITT, (NTiR.SPfeifS COWMIlM I C ATI ON , 
ANI> ffMININt Ot&lftt 

In her iiuln'biiijjriiph^ . ^hipm^nt tillers 4 dim Ti-tn-t\irlh, pnig- 
mJlTL* 4n4Eysis4>t her ttr>t enenunter with Itmwniu the tk^ir: 

Bl^ Hmu jiii* WlW mv lirst w“i]d dinitii^l enetnaiHer en Ciim- 
eni iinatteniUHi hy Ktvpe'rs, j^,iins, w ire, whifis er t At 
Vit4grL=iph Vd hLindled sled-dti^s hut new 3 w«is dttiti^ 
w ith 4 frt^v l.irj;e K-ir who nti^^ht hile, hu)> i>r mereh hw^I. 
She ri'svreil, pu! 4 it 4riti aNnd my wjist. drew' me dme. 
^ivt' TTie l 1 tentative snitt. ihen licked my ehi"t‘k. pu'^hed me 
^entlv 4 side and drtipjxsl le the ^reund .it mv ti'ii. While I 
n^ljvi'J ail hiT t-mbrace I knetv mv thwirv' ekav,. niitd 
I hat at vs as 4 litty-tiHy deal betvvi*cn human iiiid animals. 
Mad there Kvn .1 seeiilin|; tit lear in nii- I ivnuld hav i.' U^Jl it 
spreut, ret ii)>ni/t'd ttlartn er at least a taint iiniver nf etm- 
s'ern. It stnalsi he in I he diH’p^^t, darkest ihnu^ht-eell hut 
well Id cemmunieate 1 1 simply vs.is net I here. All aKiut us 
and Within us Wiis M^^rene, utureubltsl, imt|ui.^tinnt\1, \o 
^HTMPna] braverv in this, jusi ii tad el' cummunifalien 

In /e Lkii/ s L'eriuiTv. the niutualalv ut the eEinni<eti<in 
bi'lwtvn I he dn^ and the iviiiUjin is unsierlined hy a scene 
depiefinj^ the ds>^ remembering t^r desirlnj;. a shut ef Wapi 


chainixl te a '-take dissi lives — signifying his theughls — to a 
matching shot ot fkilores at ihe dog's side^ embracing him. 
That meniorv or w ish triggers the dog's aclion, for he hasiks 
his chains ans.1 follows Hnlores' sieni to the ship. The scene 
cUiHxl with an ins m on the woman embracing ihe dog and 
kissing him on the lace. 

t his kiss signals ihe transformation of W.ipi's slatus in the 
him. From this pomi in the lale, W.ipi laki^ the pjsilion til an 
heroic lover, assuming the traditional fimctioii of the human 
male protagtmisl. As the ehasi^ bt'^gins, a lille indicates that 
Wapt's "htiyr of Jt“shny is at hand " Close-ups of W.ipi .ire 
intercut with shots of Dolores worrying and the vsUain 
.ippnsiL'hliig in this high^sptied chase h\ dog-sled — a scene 
ri\ alksl in its t|ijintt‘ssen|ial C'aTiadianm*ss tmlv hv the canoe 
chase in Jtiyce Wieland's Tlrt' far Sfjerc (|M7S) A lille pierces 
the dtig's cxinsciousness: "'Sensing the swift apposiiching men- 
atX‘ of the men hi- hak^.'' A few^ mimik^ l.itern l 1 still pholo of 
Wapi in cliis<*-up forms the uncharacteristic barkgrtiund tii 
the generic title "Her Lisl Hop^^'" dramatically marrying sig- 
nifier and signatied in one card ernNHlying the relation of 
temininr dt^sire fo Iht* animal subttHrt Finally Wapi rises lo the 
challenge, runs off to a I tack the approaching dogs pulling the 
villain's sled, and the litle intoni's: '’Fighting at last Ihe great- 
est ot all his lights ^ for A Worrum '' 

This rather comp]e\ relay of inter-species desire, il must 
recalltsi, is the creation of the wnmEin scrc'cmivriter and star 
I he dog. thi-n, in ihe espr^-ssuin of its desi^L^ musi be seen iis 
the repri-^enlation of the excessive desire of femininily, a 
transgressive desire which exct'eds the capacilv ftir satisf ac- 
tion through k-tations with ihe w'oman's human lover/ hus- 

1-1. William K Fverstm. ktxl iVi w erv'" MiiwfS m April |4|^, 
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biind. Sufh excels of k^minino in. m^ido o^pliciB in ihv 

dt^n<»ut'mont. With hubby Stiloly iuckod into bvd ol J t'ri 
CtsTitideno?, Dol ort^ VVjpi io ciiJse-up, n nd I ho scotio 

ordiK with a FH'i?ot irii^ in dnJ Udv lii blat:k. and Woman 
— lii^L-thor at ]jsl. 


PAtRlARCHYf A SEX-SPECIFIC AND 
SPECIES^SPECIFIC HIERARCHY 

Bu\ not lof U>n>;. Kur s^iuch t.ilxK> niomonfs of inhT-?ipt^’kTN lovo 
and I he fret? rotn of oxci*>^3Vf feminine de^iire cjnn<Kt bi^ ton- 
taintxi w-ithin eeen the most sen I i mental and re^manticLilly 
adeentunsiiv itarralive. Tht‘ t>ld dream of Iht' wildt^t'^s par- 
adise, st^uiireJs and raCi,"oons Ire^liekin^ while Kiby h^se^i play 
and newborn birds chirp in their nesl?*, y»iees way to a new, 
stimew ltal nuTn^raditiCHnally hierarchical t iskm ol the human 
male and female enj^aj^itl m cultu re-specific convers^iHon, sil- 
ting at a sptvies-spt,*cifit‘ table. A l'uI m the hearth-side re^'eals 
a cheerfully kicking human baby, and at its side Ik's the huge 
Cirt'al Hane. formerly Wapi the killer and VVapi the Heroie 
L^wer, now' Wapi the hkHrsemaiJ. 

It's d isappoinlingr isn't it? Alter KjicA le Ginrs Cojorfry, 
which Shipman adapted from C urwtHid's screcmplay^ their 
piirtnt'rship. N'gun wilh such high hop.'s and mutuallv e^^clu- 
sivo Cii>r tracts, ^eas irnTtiediatelv disst^lvetk Speculation ha^ 
tendtsi to emphasise CurwiMhJ's anger over the heroic role 
gieeii to the woman pn^tagonisl in Shipman's screenplay^ for 
m his short stoi^' ihe dog was unrnalk'd as heroic printagi-J” 
iiist. (L 'll her guesses noted <, urwtu»d's displeasure that 
bhipman refused to alhiw her magniticetit mane i^l dark curly 
hair fo bi,' hi Is wise in ihe tllm, and one could easily spivulale 
I hat bolh hiisKmd Shipman and parlner CurutHKi iN»th of 
I hem |ust over k>rty years ohl, to Xell 's luscious iw enty-sc'ven 
years i were both efHnsumtd wnlh fi'a lousy when during the 
shoot she f la unled her a I fair with ihe dashing young 
Troduction Manager- On the ivther hand^ however, one might 
guess that CurwiKKi was ashamtd and disappointed al the 
screenplay's igiiiimink-HUs end for the mightv maeho Wapi. 
Can't blame liam really. There must also be, amongst the 
wtsmen of the audience, a similar distipp^^intmenl at the' fate 
of heroic femLiiimty. escessiveand tran.sgressi\e in her desire, 
replete in her enuniiative control, she is in thc^ end firmly in 
thegnpof the pafnatchal dmiU'stit; imperL=itive, 

DENOUEMENT: THE ZOO 

By 1425, the dashing PrisJuitk^n Manager Ik'rt Van Tuyle was 
gone, Shipnian [’YtHluctions was bsmkrupt, and the landUnd 
sent tht' luilill to seize the animals. Tbi’re wt^re n^pirts thal 
Sterne of Ihe animals ^vere starving and shisivevi nigns i>f mab 
treat meni, though Barry Shipman denied thal any animals 
starved at Lion head, bhipman ow'td to her landlord Sam 
bvarSr who seiughl retribution by seeking a <ipurt-i>rdered 
auction ol HHl animals — '"the first time,'" according to the 
S^x?kesman-Rev'iew'. 'that a wild animal zoo was ever offered 
on the auLlion block on court orders.'' ^^ellp now in New 
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York, succeeded in blocking ihe auction, and her wi Id life col- 
lection was eventually ounsignid to the fsin Diego Zwv The 
Pritst Turns (IH June noted that ‘%iKmt 4il animals 
and birds" w^ere sent south, including ''dogs, bears, deer, 
wildcat, wolves, skunk, eagle, rats, possum, ctK>r, and i^ther 
small animals." Brownie the bear was in ihis shipment. 
Tresorer who had played the heroic Wapi, bad bivn piiisoncd 
the vear bt'fore. Nell su spec ltd the wncktd landlord as ihe 
murderer, l^ 

At 55, Neil Shipman's carc^^r as producer^ director, star, 
and animal wrangler was over. Another marriage, si'vera! 
more lovers. Ihe birth of twhns, and a long caa'er as a writer 
were si ill to come. I ler mo^l ntJtable sen-enpLay wms VViwys in 
ihe DarL, a Paramount production starring Myrna Loy and 
C^kiv Grant, directed by James Flind and released in 
Awfjoji- magazine ni^ttd it as the firsi tilm about a Seeing Eye 
diig.i^ In her old age, long after her ctmipany had gone 
bankrupi and her wild animals were disptcscd, counties.^ 
numbers ol dogs and eats livtd wnlh her in her hi.>usts bhe 
never found another TreMire. 


NEIL SHIRMAN’S KNOWN WORKS 

Hrif BitH af Yarn Iscen./sur. Hioi; Ouiu^ifloi t'v BiUv l^en., S-hg 
rolyscope C ii., 14131; fftr iSf tSii'nf (sc^'n & star, n two reel 

i.-pi.s 4 Hli?s. Lntversiil. Nre CKCsirirl (ntiveL pnbl. Cirtwsei f 

& I>unlapi I4|!i!>; CtdV jiHii tAc ^ViniWiH (from tjlivcr 

Curw'tNtd's short itnrv, cti-dir./civscen., star, 14|7J: fttri'c. Stm iif 
i^'j^Fr ifrom Curw'ikd story. eo-dir./Co-sCen , ^iar. 14I7L /SjicL la 
Qvf s CamUry dir. l‘^ 1 VLLi \L ItGrth^rd^ seen Nell Shspirsin, pfisl. 

Ernest bhipman. slarring Nell Shipman. Canadian lliotoplays 
lYidui-tjon, l4l*>i; iViH' isceii /codir.. sla^ 14201; Thf LarJ 

Lraitf rcuprtry (prsd ./seen. /cts-d it.. slAF. Nell bhiprnan 

Priduetions. ihf finar, Ah- arut Oa' tprikL/dif./sCen . 

star, Nell Shipman Pr-^duciions, 14211; Thf Gruh (podVeo’ 
dir. /seen., slar, Nell Shiprum rridutOims. 1423>: TnuJ af l^e jVurNF 
IVrwjfl prid. / dir. v'seen. /si jr. Nell Shipman TrsHluctinris. 14253; 

I'M AhiJmimI (prid./ dir / seen. /slar. Nell Shiprruiri IVoduction^. 

]4253j 7/re > lAan IcihJ ir. / »»€ en .. sUr, Sierra PiLturi-s, 1 4271, 

jpp Ihe DrfrL tsLen Nell Shipman, do lames LhHd. stars 
M^TTIhI Lov a Can'taranl. PjrjmounI, l(43ii>. 
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Boys, Girls and 
Szvitch 

ON THE POLICING OF SEX AND GENDER 


V K t N a m a ^ S e 


Blake Edwards' recent film SM'ifcii si'lt'-consd<njs3y play?' witb 
y^endet, st‘x and ie^iuality. Asa commentary on thes^icial ci^n- 
slTuetion of ^eruier as well as sen, it is brimming with subver- 
sive potential Unrortunately. regularly falls shcpri ot 

reaching this potenhal and in fact sm es to entTcneh the cak*- 
gorics of "man,'’ woman," ''nfialen"' and iemale" as the trans- 
histuiical, franscultural entities wiih which Edwards isappur- 
ently placing. 

Smteh has a relalively simple plot. It revolves around 
SteWr the main eharader, who is noti^rious lor his machismo 
and sfT^ist treatment n| vi^oinen. In one of the opening scenes 
Ihree of his ex-girlfriends invite him tts a “pri^ ate party/' witti 
I he intentum of killing him. In spite of his misogyny kn, more 
Irighteninglyr perhaps bn'ause of it), the audience with w^hom 
I screened the film had at least a parti al identifieatkm witli 
Steve and his macho-bravado attitude. While Ste^e is btHng 
dmwrw'd^ the cheers in the theatre w^ere most notably absent 
from "the general popolaiion,'' and most audible frcim the 
feminists and progressist^. 

Such incidents quickly led me to Ihe conclusion that 
Swvfcff, a mt>vie centred around questions of gender identity f 
IS open to various readings and interpru^a lions depending im 


the tconPtextual positiLvn o! the reader/\ iewer. This is an i 
important issue in th^'ori/ing the kind lyi issues ^zeircA 
addressees, and is a p«nnt i4> which I will shortly retum. 

To continue with the pk>l. ^iteve dies nind is in limbo^ tit thte f 
gates of heav en, tasj. who nuKst inton“slinglv has bolh a male . 
and a temale ^ oiccn grei’ts Steve and inft^mis him that ht-avm I 
is as of yet und^'vidcs.l as to whether or not he should gain I 
entrance. On the tme hand., he has Ken an upstanding mem- I 
her ot the community, w hile on the other he has betm a I 
miMigyntius jtTk White Ste^ e pleads that he is, m faiii. w'orlhy I 
of entrance, Ckni sc^ts out a It^sl tor him Steve is to return to I 
eniiih and tind i'^ne womt-n w'ho hoiusHtly hvis that Sieve is a I 
giHKl pcTson Enter the devil, most dchnitely genderi^d as I 
male Tht‘ de^ il is also ^ ying for Stev e's huiU and ptnnts out I 
to tiod that ^s'ilh such a test, Steve will merety mi^et sc^me I 
nait c Wi^incn and lure her with his charms into K'Lievtng that I 
he is a g^MKi, bc»nest man Tliis argument maki's st ns<‘ h* CksJ, ■ 
and when asked w^hat the dev il suggtsits as a more appropn- I 
ale test, we reluni to earth where Steve is no Itmger a man, I 
but a woman. fl 

Thus begins Iht' central pmbleitiatic of SiciJr^f. Cander, sex, H 
idem It V, and the Kxiy are all tundamenlal issuer m what is H 


t.tlrn Bdrkin in SUke Idw^rds'' 









HUkc Su'ftfh 


appears lo he us a pl4y with sex. 

And the btMiv But it does do with jn underst.indin^ of gender 


about to tran-spire th(x>u^h the 
re^t cA the movie. What I want lo 
articulate, however, is that rather 
than freely plaving with these cat- 
egories, term^i and identities, 

Si 4 'ifc/i is representative of ihe 
w^ays in which Itollywixrd estab- 
liithes the boundaries of play 
within and around gender, sex. 
sexuality, and !he btidy As such, 

5un7cA sefs^es to cast the terms 
"man^ and "woman," as well as 
their counterparts ''male" and 
"female/ into a fixed, transcen- 
d^'nial signifying position against 
which all types, forms, and vari- 
eties of differences are estab- 
lished, measured, and discussed. 

Then^in lies the violence of 
a violence bound up in denying 
difference, smashing pluralities, 
and tx>nst raining identities. 

Upon Steve's return to earth, we are confronted with 
"Kate" I Ellen Barking. In a most amusing scene, Kate discov- 
ers that she can nt> longer, in fad. pee standing up, and that 
her body ii ihat of a woman Due to Kale s violent reaction it> 
this discovery, the audience is reassured that Kate, in fad, is 
really Ste\"e. Perhaps more than any other mainstream culiur- 
dl repiwnution to date, wc an' ihus pre^-nted wilh the clas- 
sic case ol "a man lrapp*.xJ in a woiman's body.” 

What is most noteworthy about this presentalitm. howev- 
er, is the acritical understanding and employ men I of the 
terms "‘man." "woman/ and txxJv " M<^l ^.'spedally, thi^’ 
terms exist, we are told, as accurate descriptions and repre- 
sentations of "reality/ The comic relief results when these 
xerms — as slabs! i/ed — are inversed, a process w^hich serves 
to underline' their signifying status and to ignore the ways in 
which these terms become inscribed and enaxted culturally. 

The mere reversal of ihe terms "man" and "w'oman as 
provision for comedy is most apparent at the beginning of the 
movie, when Kate iwho is really a man, we are constantly 
reminded) sits with her legs open, make's mss sexual com- 
ments aKiUt women, and doesn't know' how^ to walk in high 
heels. The ptJtential subversion implicit in such representa- 
tions is immenst': that Kate cannot walk in high heels sug- 
gests, for example, that "the female body" as such dtK*s ni>i 
exist apart from its cultural inscriptkm Vet, and it is here lhat 
Sti'irch regresses into a nt^rmative discourse, becausi' there are 
no concurrent images of ("real") women who have trvmble 
walking in high heels presenied, we are lo read Kate not so 
much as woman but as Steve, ihal is, a man The problems 
involved in walking in high heeled shoes, then, can only be 
probtemah/ed (and, I wxnild add, naturalized) in reference to 
men, maleness, and masculinity. 


as the cultural equivalent to sex as biology. As such, it cannt>t 
help but resubstanhate the equation betwtvn thi’M’ two lerms 
As Judith Butler argues, we need to think ahimt gendt'r as one 
of ihe w'sys through which sexes and btxJies naluralized. 
Butler writes: 

...gender must also disignate the very apparatus of pri>' 
duction w herc'bv the sexes thcnisclvc-s art^ esiablished As 
j result, gender is ni>t lo culture as sex is to nature: gender 
is also the discursive /cultural means by which "st'xed 
nature" or "a natural sex" w produced and established as 
"prx'iliscursive,” prior to culture., a pt>hlically neutral sur- 
face LUi u-fafcli culture acts.i 

These theoreticai and political implications are crucial to 
understanding Switch in particular, and Ihe way Hollmtxxi 
organizes pla v an^u nd gender, sex, and the betd y more gener- 
ally. By taking terms ol '"man" and "“woman" as a pridrt, and 
by only diw ussing these' terms in opposition to one another 
(albeit in the amtext of play with gendt^t and sex), $wihh rei- 
fies the very terms of opptrsitiun it has set out lo prtiblema- 
ti/e. Rather than understanding tht'se lerms as themselves 
products of stK’ial relation.s and institutions, the film lakes 
them as existing in and of themselves. ''Man' and wtsman 
thus ctiilapse into "male" and "female;” gender cannot be 
separated out from sex; and the btidy exists as an absolute, 
rather than as simullanetiusly marked and determinate of 
social meanings and wicial relation.s. 

If there was ever anv doubt in the viewer's mind as lo the 
permanence of the categories "man” and "woman in the 


at 


film, that daubi is quickly ca$t aside tcwards the end o^ the 
film. Kate has bi?cnme pregnant, having slept with only one 
man iine lime. In deliv'ering the baby^ Kale die?4 and ts once 
j^in at the gales of heaven. It ls clear thal she is going to be 
admitted entrance into heaven, and the most obvious reason 
for this is thal she has fulfilled her function as women, i.e„ 
home a child. Women, ihc film sums up, exist only in relation 
to men and most especially to repioduce offspring. 
Interestingly, when Kate is at the gates of heaven, she is told 
by God (with biHh i male voice and a female voice) that she 
mu-St make a choice as to whether she wiU be a male angel or 
I female angel. And it is here that SKritch becomes most 
repressive, most disappointing, and most limiting- ft is here 
Suvtch forecloses the possibility of any readings of sub- 
version. Kate is told she must choose between "male” and 
"female.'^ ?^e is told this, of course^ by a being who is both 
male and female — someone with "the best of both worlds."^ 
As Kale muses over which sex /gender to choose, recognizing 
that there are prsitives and negatives to each, ihe viewer is 
left secure in the knowledge thal the options '"male" and 
"female" are the only choices here on earth, as well as in the 
ifterworld Indeed, the closing soundtrack of ""Clouds" dri ves 
this point home even further with the lines "J' vc looked at life 
from bt^lh sides now....“ Su^ifcA chisel with a clear statement 
on the impossibility of having a sex and gender which do n^>t 
correspond lo Western cultural concepts. It speaks of the 
impossibility of inscribing a body beyond sex or gender^ and 
Ihe impossibility of breaking the sex-gender equation. And 
perhaps miTsi importantly^ Switch mak« it clear that idenritv 
equals sex equals gender equals body The containment of 
bodies, sexes, genders, and idenfities within the confines of a 
bipolar discourse I bus closes off any sort of discussion of 
ilterna lives or interventions. In writing the rules of play 
Riound sex, gender, and bodies. Switch writes out the possi- 
bility^ of articulating difference on ife own terms. 

The element of play which SinfcJi highlights thix>ughout 
its narrative is a mere inversion of the terms "man"* and 
"woman'" — playing them off of each other so as to provide 
ccunic relief. At oih* leS'el, the film is speaking to the audience 
ind saying ""Look at this person. They do not follow the 
«x/gendcr rules set out so clearly in tnir culture. They are 
thus appropriate objects of our Tidicule.*" Such comic relief 
thus sefVi*> to reify' the status ai>d position of the terms of ref- 
erence for difference {man /woman; male /female), and to 
ensure the fpresum^’d heterosexual) viewer's superiontv in 
the knowledge that their bodies, position, and identities — ^as 
ippropriatcly heterosexist and gendered — are culturally 
sanctioned and therefore Correct. 

It is interesting that in l"^!, Hollywood can present us 
with representations of gender inv^ersion, with a play on ihe 
opposition of "man" and "'woman'* in relation lo gender, sex, 
and biKfies. What is perhaps more interesting, are the repre- 
lentations we do nof see, especially thniugh Hollywood and 
Ihe mainstream film industry. Most particularly^ we do not 
fee anything which moves beyond a n\ere reversal of 
«x/gender rules and regulations. There are, for example, no 
images of people who are simultaneously "“not -male” and 
*not-femaic.'* There are no images which seek lo move 
beyond gender, beyond "'androgyny^" beyemd sex, or beyond 


the narrow terms of a bipolar di.scIsM^»i^ As such, w'e ha^'c no 
mainstream repn-^^ntatiims of cultural interwnlions on ques- 
tion of sox, gender, and the tmdy. 

In amsideration of what we do mtl stv, as well as what is 
made explicit (that is, visthlelr we mxxi Ut understand films 
like Switch as part of the cultural regulatism of difference. 
Borrowing from Foucaull, we neixi to bi' aware that cultural 
industries such as film do m>t merely reprt^s vt forbid differ- 
ence around sex. gender, and tnuiies Kalher, they sel ihe 
parameters wHthin which such difference can he explored 
Within the epistemological conslraints I’stablished, questiorLS 
of ontology are articulali,%J imly insofar as I hey resui^lantiah 
ize the discourses and discursive structures of Samn'nt'ss (i e.x 
the extent to which bodies, sexes, and/or genders are or an.' 
not male or female). Tln'intin lies the challenge for cultural 
activists — lo expose this (epislcmological) regulation of 
fonlological) difference, and to set i>ut to mtwe bt'vond the 
riarrow confines of such dLscoursis and discursiv e settings. 

Indeed, such activist w-^ork is crucul m the w'ake of li^gi ela- 
tion banning positive representa lions of difference around 
gender, sex, and sexuality — mosi notably the Helms 
Amendment in the L)?sA and S.xiion 2H in Britain. ThL** is It'g- 
islatiori which is not Ctnncid entail y employxxi first and fore- 
most against gay and lesbian culltiral represen tat itms and 
ihters^entions. In tandem with the fight against such regres- 
sive arid repri'ssLve legislation, w'e need lo be* fighling on iw 
own terms as well, creating represcmlations ipf intervenhon 
and difference for which thi- Kight wing (or ourselv't'sl hav'e 
no labels. 

Given Ihc trt^mendous force industries like HolJvwtxKl 
exert on gender, sex, and the body, we need to fight to 
reclaim the lerriloriisii and languages w'hich have bet^n so qui- 
etly and neatly ignored, hidden from i>ur vien . We ntxLxJ to 
understand that the regulaiion of differtmee as expressed in 
films like SreifcA is mon? pow'erful, more pen asive than any 
piece of legislation could evtT ho|?e to Kv For in articulating 
differeiKes of gender, sex and the btkly only insofar as they 
relate to the stablilized terms of "man" and 'woman," Swihh 
succeeds in presenting itself as liberating al the very same 
lime as tl is ncirmative and programmatic. 

The difficulty m decixiing films likt' SieifcJir, in articulating 
opposition to a cultural artifact which srcins so litv^rating, lii^ 
in iheori/ing what w^e do and do not see. In ihtsm^ing gen- 
der, Sex, and the txidy, we would dts w^ell t^s folkiw the wtirds 
of Butler. She wnti'^ 

A political genealogy of gender ontoUiigit^, if it is to be 
successful, will decorLstru^i the substantive appearance ill 
gender into its cimstitulive ads and lixrale and account for 
those acts w^ithin the compulsi^ry" frami^**, M*t bv the various 
forces thal police^ the sixial appearance of gender.^ 

Sadly, Su-'lfch remains a frame which polici.'s. ralhc'r than liber- 
ates. 


1. Judith Butler, LrfFiEffr TmuhA’.’ anJ fAt" Suhi'rrsjifH of 

fdlmfjly. New York. Routledge. p 7 

2 . Butler, pJlJ 


Twin Peaks 

MOUNTAINS Oft MOIEHILLS? 



ti 1/ Christine R a rH s u 1/ 


SpL'Iling tHil the .lesthotic *ind ethiciil iinpliciiitiiins of Tuvii f’lHiJis sconis tit first 
iin impossible.' t'Korfistf. Liko other critics I iviis inititilly fiisciii<itod with 
Lynch's form of pLiy — his pLiy with ptistmoeicrn form. Hut, as Diana I lumo 
Clt’orgo reports in "Lynching Women:" "It wasn't until about the third 
epistxle that I came out of my stupor of admiration for the wackti combina- 
tion of irony, parody, and skillful manipulation long enough to wonder if I 
was being Lynched again, as I was with Bim' Vi'h'cL In the middle of an ironic 
giggle, the thought began to fonn itsuHf; What am I laughing at?"’ Certainly, I 
was caught in Lynch's whirlpixd of donuts, demons, dreams and drixil. I 
admired Tjnhf Pcaits, taped all the epistides, enjoved it aesthetically ^is an 


10 9*flt IIVI 



tv\ivi turn (hi- usihif pR^gramminji; on net- 

wi^rk tc]ovi?iion. Bui it, mdoLHi, ihoro is pJrjsun- M thi’ Kis<^ nl 
Tirrw PiTtU-S, I rod] i/e with iX‘ni%liort {h4t ihi- imp^rt^^nt eihicii] 
i^UL-sti[Pit k> Ask in K-ntis of feminist mtidsm is. whjif kind of 
4riU whtpse pltMj^iiro? 

Asked by inlervieuer Slow Pond in EJs A^4yii;iiP0 l«,> 
oxplciin iho 4pp^4l t^f the show, IXivid Lynch roplioil "I ihink 
il\ jxjsk y^nj know, aipiLil Spellinj.; out Xk'iw rmt?;, 

for I ynch, is simpEe T’ui'iFi PoiLs moans spiri. jmiiM,'- 

TTonl, LTo.itivo oiijtiymoiil. in the n.imo of Wivklv foJovision 
entortjjnmonL Tu'ixf F^vk^ isffiTs tho iisiul pleasure of I he 
violent death of Liura I'alnuT and ihe narralieo p]oasiiri,Mfl 
lbt‘ search tor its ssj^nifjeantVr ils tnoanitij^, its caustr. Working 
from the E.vni h speller, the meaning is pure and simple 
B-O-B as H-V-l-l. incarraie. The violence of masculino desire 
represented in T^nfi Ft'aL^ masks, displavi'sand abst^lvt's its€’'lf 
ihrough generali/od ev il. Vel if leavt^s ifs indelible mark by 
lititallv spv^Uing itstdf out in code beneath its victims' finger- 
nails. [n Vhhrj lOid f>rrtT™Y Oisc^lda Pollock evpion-s ounJ- 
ornism in terms lil gender and p>wer n^lafions to tinti that it 
has K'^.'^ime part of “m^rmal'', everyday reality to see images 
of women's bodies as “the temltvr\' across which men artists 
claim their modernily and compete li>r leadership ot the 
avant-gardo...’’.^ Under the system of ethics and aesthetics 
thal defines msKJemism, the bodies of ivt>men iunclicm as the 
silenf sign of masculirk* sexuality- subfts:tivits% and ptiwi-r. As 
John tkrgor arliculalo this phoiu>meJion in Wav^ of SiYfirj?, a 
man's isubfevtive) presence suggests "'what ho is capable of 
ctoing to you %yz for you*^ while a woman's prisA-nci- i^stablish- 
es her as an i^biecl ol masculine dt-sire and s<s expanses “'what 
can and canm^t ht^done tti her.'^’* Tfiis meiins that w'hile miKi- 
timisin (as the historical playground o-f VVt'slem masculinityl 
has entrenched leisure, consumption, moiu-v and the sjH\ta- 
cle together as a calegotHcally mniie prc^serve,'^ it has simiiEta- 
noEHisEy marked the biHiic^ of women as the bait, target, 
obg\-t of the game 

But, inii'estlgalion of the bi^iesoit women mnirkev! bv rape, 
murder, and B-O-H is ctearly the aesthetic and ethical 
prcsJiEtsrtion that the ' post'^ modernist and ’^avant-garde" 
Th'jpi PotAs demonstrates as well. Caven the rules, higic and 
license of mi>demisrn and piwtm^Hlemismr then, for David 
Lynch it is all in “fun"' that Tu'iff Ports works k> "get us ^>11,"“ 
as George puls it, on "'the sesiuallv ti>rturt'd, hrutaliv mur- 
dered, mutilated btdy of an adolesceni girl."* Ghviouslvn for 
fetninist cTitieism, the ‘ meanings ' of Tunr Pi’irAs cannot be lefi 
hi be explained away by or tost to I he fun and lagaries of 
Lynch's "'creative genius." If we are to understand exactly 
w kn IS going on in the Lynch funfvouse, we must Itxvk for the 
ideology K*hind ihe irony, the ptvwer struclures l>I masculine 
privilege henealh ihe parody. This invoIvt'S analvsis of the 
larger ailtural environment and the specific artistic tempvra- 
menf from w'hich Tser^i PiwAs has emerged. I am most intenst- 
ed. here, in iht' connect ion betweein tlhics (pracliixsoi norma- 
tive bi'haviourl and airslhetiii'S Ipracfict-s of representation and 
recepti<in) as that connisrtion applies to questiEins of gendi'F in 
Th^oi PniAs. Particularly interesting are the queNfiensof incest, 
rape and murder of women. Thisv^say w ill pre^se^nt a feminist 
imx^tigiifion tif Ttein PcnAs in terms of four briiad categories 
of inquny^: the ethics and aeslhelics of modernism and ^Hisf- 


mociernism evpn-ssed through Ihe gr£ih>^|ue as a kvv repre- 
Mmtation.i] code^ the television text and intertextuality, the 
masculine slructure of ^xipular narrative lorms- and authesr- 
ship 


THE ETHICS AND AESTHETICS QF MODERNISM 
AND POSTMODERNISM 

Tieyh PniAs can bx‘ situated, ethically and ai'sthetically. under 
the rubric of both modernism and postitwnlernism 
Mixlernism is understiniKl. in its most general terms, as a Idle 
1 ‘^th and early 2 Blh century expiTinienlal movement in art 
I hat IS fundamentaLly advervirial to Ivourgtxvis culturx^ and its 
H-nH’ of normality. As such, it is anii-positivislic, anti-repre- 
sentational, formalist and deconstnictivtst. MEidernism pre- 
sunw*^ to re^tSTt alt classical styles of repri-simtalitin (content, 
sub jet'l i V ity . authorial vtikv, verislmslitude, rvMltsm} hu the 
Sfike of the punty ami autonomy of ihe ivork of arl.^ With its 
tone of ironic self-awarL^nt^ss, modernism signals fragmenta- 
tii>n, IntnnY-rsion and crisis. Hut, JC£,x>rding to PolUnkr the one 
standard that the modernist mov ement significanlly does not 
throw' into ensis is sc^xiiat difference.^ In her estimation it is 
the first principle that organizes ihe wtirld and wtirk of the 
"av ant -garde" modernist. As we w ill see, il is the firsi princi- 
ple for th<^ "I’isionarv" ptrslmovlemist as well. 

Posfm<.kjernismi on the other hand, is a late 2 (lth century 
movemeni I ha I pm^xirsi^ ilM^'lt in leinms ol a sharp ^listinction 
from niiHiemism and its insistence on privileging a nolitm of 
original, pua^ and Limtonomous aesthetic forms. According to 
Fn^dric lameson, post misJern ism enu^rgi-s iti a ^xrst-industrial 
scH’ielVr a Ml l .uhani,'S 4 |ue global v illage, w here communica- 
tion nel working and inlormation prtKressmg are becoming the 
new prtKiuciive centre‘s In I his new^ wxirld of images, infor- 
mation CEinsumptiL>ii, and endless rnwhanical reprtsductionr 
there ms-ius to evisi only a pt^rpefual prestmt With the p,isl 
and the future stvmingly effaced by technology, alt we can do 
I ethically atid aestheticallv^f is quoti*^ triFm an Idealizetl past. 
RiMPted in the insecuritv and shall owTic*ss of a throw-away 
s£K"ielyx pcFslm<Kiemism is characleri/ed hy playfulness in all 
things; endless "F-U-N"'; conspicuous consumplion of nE.rstal- 
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gid; cc4scli.>.?v And scl(-ct)nsfious bc»rrowing inmx diiJ qu^pLi' 

tioTi o^ dll hiskincd] And airin.iikin t>[ .m wirh ppj.-'T.ildr 

fkilture. 

Djvid Lynih is ^enernlly Ifludt’d ds Ihi- quiiiti^^si-nlLd] 
— As A "^iTtvitive ^t^nius ivh<PM: inimitdtTk- sur 
realist stvie mdkt^ him tho reigning ItMder at mtelk\tudi. 
flvanl'gjrde ttlmTnjking,"^^^ In I ynch's aeuvre, biHirgeais 
middle AnKTica's ^ happy" past is wlt-caitH^iimsty and mH 
reflex civ rc(rrri.xJ to with ihe highly satiirsit^xl ironit dis 
tance char act eristi4‘ ol the pas E modern aesEhetu In 
modern Problematics" Linda Hytehix>n argues tlinit 
postmodern represimEaEii^nal practices are piiradipxital 
btiEh inside and <.>utside the dominant order I hey vonti^st. 
Indeed, in Lynch, small-town, middle-class Twin Peaks and 
its denizens are revered and nwKked a I ornx*. W'ilhiiyl getting 
Uigged down hefe in eurrent deKiU's iwer the k*giEima^-\ oE 
poslminJemism ^is a distincllv fN^t-modern miH'emenl (^nbvi- 
imsly^ I agree wiEh Pollock (hat the sevist and mis^^gynisf 
underpinnings oi modernism are rife in p^ssEmiKk-rnism as 
w'ellL I will venture to say ihai the work ot David I yneh 
clearly beds down in btsth camps. Using Ehe lechnuiues o( 
mixJernism (i.e.^ surrealism, the groti.»^ue> Eo "eritici/e" Isour- 
gwis values, he also uses the techniques ot pusEinotlemism 
(i.e., play, pastiche) to simulkantxiusly parody and embrace 
bourgeois style. The elhical and at*sthetir coiitraLhcElons Ehal 
vm*'rge fnsm I his ''creative'' synthit^is are tegion. Ihe ti>m- 
mon denomitiator Eo rt^membtT for our piirpnsLSv. however, i'- 
Pollix-k's insistence on the ccnlrality of sexual deference lo 
the meaning sysEems of patnarchal pi»wer, w hati Ver (lu- his' 
torical time-frame, labels, Eeehniques and/i>r tx Kit's assigned 
to them. 

Poslmtidem texts have available to them all the uixitsi and 
eon veni ions of represen Ealit^n, from high miKlernisni Eo ihe 
S4iap opt^ra. Perha|>s postmiKlermsm as applitsj to I ynch is 
bi^l undershHHi as a txmvers^ilion wiEh or rewx>rking of ihe 
grolesqueries and surreal fanEasies of modernism, which 
begai^ essentially as a consciousness of form conL^'ermxJ with 
achiex ing a range of t'ffecls (from irony, pannly and si tire hy 
Ehe comical, the macabre, and the absurd). .According lo 
Philip Thimstm m Tfic CriPft^/uc, the griilt-sque is primarily 
aUiut conflict, ’'incompatible reactions," and "incoiigruitv" in 
Ehe face of problematic human existence The tragic, 
detormed and disgusting make us uncomtorlLible The 
grotesque can he seen as both a ratii>oalivalii?n ol and c\ 
defense^ mtx’hanism against this discomfort: it punts up ihe 
horror and nausea of existence, bul make's ihis horror laugh- 
able at the same lime, Appi'aling, then, to ihe s,.idisUc side ol 
human nalure, ih*' grotesque is rtKited m Iht' p/ru’-iodfu cruel, 
abnormal, obscene and monstrous made “impossihiv 
comic." LntimatelVr w'e cannol rtx’oncile the hi^rror and ihe 
mirth. The grotesque image in fad wxirk.s to kix'p them in a 
state of pi Tpi^tual confliel and lension. 

Functkiruilly the greUesque has iw'o aspects, both ol w hich 
are evident in Tu’or First, it is usexi lo e\prt.*ss alien- 

atu>n, discomfort, dLsliscalion and aggression, all of whuh, I 
wmilJ argue, are suffered by men like I ynch m the as 

varn^us movements threaten ihe traditional forms of male 
power and pleasure. "It is no accident that the grt^iesque 
mode in art and literature tends lo be prev^dent in MHii‘tii“s 


and er.is rnarkLxJ be strife, radical change or disitnentalion."' ^ 
Lndeniablv. I vneh's wi>rk in partiLular Cnin be read as a 
grotessjue symptom ol and Kwklasti digainst theslriie and dis- 
orientation lhat men ha^ eunde^gL1^t^io Norlli American S 4 ici- 
etv m nx rni Vrars under the prc-ssLia' eserhxi. ii>r snsiaiue, bv 
feminism and gay rights. SixxmJ. the groteMjue is a ‘'stme- 
tural principle" or patlem for dealing wilh the world.'-* Thus, 
iis a game to In* plac'd by Lynch with (he "unfathomable" 
absurdity of exi^h-nce (F'y-N)j as well as an attt'mpt to exor 
CISC' strange an^l h'arsonii- "detnoiue" elements from the erw i- 
ronnu-nl (B-D-Hl, Tai’or PraJt- again demon'll rales clear atlini- 
tn's to Ihe grotiSHtlUe niotle. 

l-urther honiologii“scan tv drawn Ivtwtvn ihespix ifu *'le- 
ments ot the groti>i|ue as delirnd bv IhoniMin, I ynch saes- 
tli 4 ‘lie and ethical pn^Ji lectio ns, and the miMigvnisi cultural 
underpinnings ot which Pol Inc k speaks Disharinonv and 
conflict are (he pri'nuse ol Tii'fu PcaA.'* as nnirder and evil spir- 
its disrupt a slix'p\' rural Ameriean loivn hut the irn^iK'abil- 
itv ol tills conflict is then played mtir signitiiantiv. on thi- 
kicks of wxmicn througii thi- dislurbitig tension K'tivts-o thi^ 
comic and (he homble eilts tid bv the grolestiiie i or exam- 
ple, t. eland Palmer s k^ha^unir at ter the murder ot M ad dy 
fx'rgiison IS at once amusing this playtui song and dance rou- 
I Inc's}' and patently alarming (his callous dispis^il of Ihe NkIv 
in his gi>lf Kigj hiscsK ky celebralii>n and near iw^xisure ot the 
dixd in tronl of agent LiXipt'ron the giilf-ciub road, his fright- 
(iif lraTis|ormalii>ns inlin the demoniacal Ikihl } iirttu-rmore, 
grotesc]ue exlrai agance. exaggeration and extremes make up 
Ihe verv (abric ot the narrative (tabu’s of donuls: ^snidineS 
mexpluahle slrength; the l.og Lady and her pri^moiiiliiais; 
CoopcT's own telepathic powers). And mirih ciimbunxi uilli 
horfiir as a defense' mechanism against the physical abn^amial 
are pust as clearly m evidence (gentle giants; dancing dwarls, 
one-x’v\x 3 women; oiie-armi'd men; l.exds piralvsisS hut how 
are we to rea^l this groK-sque display? 

tiowever obvious thi.'si.“ aesiheiic elemenl'' of the 
groti.'sc|ue in Twin /^otJ^s, Ehe ethical elements oi the grolt'sque 
are much moix^ difficult (it not impossible) to (m^i anti iJi^nti- 
tv. According \o Tbi.'msiPn, the grotisciiie can have ethiciil or 
moral motive's: it am be siilirical and ^xililicallv charge'd Most 
often, I hough, the grolt'sque merely product's ’a Ci^nlusion ot 
reaction'' wherein the ''griwsest eviL" and ihe Iiw 1 u.tous|v 
-H- nialb minded and amusing are inveparable. * ^Vhere the 
gron-stj^ue CLUilUMi-s ineompatibU's and uNoallv sto|w there, the 
siitinc <.>rgani/i's the ^vorlJ clearly enough todixlare ai^ ethics 

to separate acceptable and unacceptable human bt'haviour 
tVhen >^11110 conditions the grotL'si.jue, if target'- the content iit 
(he groEt««que and asks for an ethical respinsv^ from tfie mow 
er; it asks, (hat is, tor anger at thee\ il. not just li>r callous cele- 
bration of tension and ambivalence. 

10 I aurif Chiellete. '"b i XiviJ Lvnt h Cox-pier Than Ifw 
Utiw Kcxi^lcr iv 4 l. tIan-Fehl, p.l-t 

1 1. Philip Thomsnii. T7jr UN'fgSijllJr lA^ndim Mi'thiien & C o., |472, 

ppVh 

\2 ibid , p>i 
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¥ot thr to bt' pnu-ntifillv n Jic.it .ind cnbCrtl, its 

birm iijfd content wouki bt>th h.i^'o to a>me Kij^ethtT to uiti- 
mutely priHluco squire ,inJ/or p.iriMiy. Is Ls'nch sitiricdl in 
Iwof i'k^r^ h-e ox j mine .inti fsijj^e tho ClIus- 

es til tlu- \^\ir ho reproscnilh in *i rLidic.iJIy new 
yet elhiCH.ilty ros^’Kmsihlr wuyT Cort.iinly lio 
the I home tif incest .ind ptnnts itT pistriiirchs 
LetLind I'altner .ind [Ion McnrneCntTtrtbJv, I he tuoLT' 

A sfeflo where I ot.ind sprjivls across l^njr.i'^^ cot- 
I in flnJ rides it in mot 4 phoric.il interenurso; iho 
ne^r-r.ij^M- tit AuJroy by Ben lltirno at Ont^Kvexi 
Jack's). But Lynch |Ufit .is easily lets ihe ^uLltv 
patriarchs esc.ipc* rf?,pnnsibiliry/hJ.ime/piJblic 
tonvictii>n .icctirdin^ to the ethics, valuois and 
laws till both tho middle class worltl ot htTo [!XiEe 
CtHtptTand the pt^liticaHy comi-t" wi^rld t>t the 
"radically hip'^ audierice ho tarj;;e!s. In Audrov 
lhirnt‘"s *'ctjntfoiitation" with her ialtior about his 
near«ra|,v her at t>nc^Eyt‘d lack s, tho character 
Is ne^or allowed lt> tully express the 4iis)>us|, 
an^^or and raji>i^ wo v.i!iiEd as?iume .she suiters. The 
issue is noally drt^ppc^d. Audrey boctimes her 
father's < uri Lnday/suecessor and w ill dutilully 
nurse him thriiujj^h his irnpendin^ breakdown. 

And L.eland's >;uilt m the rape- murder tif Liura, 
js we h.i\ e alroLidy stvn, is displace Bob and 
jbMiKxxL Lh^iut.i Palmer is ra^xd and murdered, it 
turns out, not by the patriarchy symboli/od bv her lather 
l.eland. and identified by I Jura as sxich lo agent Cot^pT in 
his drtMm, but by KA-LL. Thus^ tho p^ilitica] reality of l-\-C- 
K-S-T that Pu’ipj PiwA:.s ostensibly raises is side-stepped: lekand 
dll's in the prsitirtioo arms ol I >.1)0 Cot>^vr and is 
|:;lveii .1 lull and drama ticallv serious oscort 
towards Ihe white tight of absolution 

At crunal piiinls this stxalltd '’avant-garde" 
senos thus refuses to allow the siKial di>^.tre ol the 
oppressid women it represents an honest voice. It 
merely displays and reaffirms our victimisation 
and marginality by allow ing Ihe patriarchs to 
oscapt' L>avid Lvnch, indeed, may he lormally 
and Stylistically radical for lek‘\ isiort, but in terms 
ol contont, he is alarmingly convenlional. This 
has to do with the tail that Ihe structum underlv- 
ing the groli"M.|ue images he creau-s is enlrenchid 
in the valut-s of modernist "loir: tel's sfx’ll lh. 1 t 
** h 1 1 e- m ] d d t e -c 1 a s s- m a le - p r 1 i 1 i-g e 
Investigation lU the boiiy of woman marked bv 
ra^X" dinJ murder as a sign tor male sei^ualily is 
the ".irlistic"' predilection that the " post" mid - 
ernist and "avant-garde" Tirtn fVuts shan^ with 
misJeriusni. 

t aven thi'se {non-satirical, apiUitical) elements 
of the gfoli'sc|ue at wiirk in T^e^p| how am 

we to measure its real impUeatloiis against its 


mOI - dix'lartd radieat purposes? |f^ as Thomsi>n 
indicates, the grolesijue is an "aggressive weapon" useil lo 
shixk us and make us perceive the world a nine, Ticipp Potks 
wills on i>ne count Bob s violence against ivomen is certainly 
clearly I ha I violerKC is lellmg us nothing new. 


clii#*ieTp-fi-h 1**1 



\\‘c lItc dtiily wiih idi^nhcal hrufcjliri-d 

women in .ill the meJu. In fcriN PoiAi'i I here is no Jttenipt to 
or drlienLne re-w^ns u he IJoh/ji^Lnivmenjs men lind 
•^uth pleasure in riipin)’ And y<nmj^ women, or 

whv iidull men like Ben nnd l.el.ind desire yt^uri^ women {lei 
ciltme their ou‘ti duiuj^hters) ‘^■^Ucilh*. 

Alon>; vvdh the KrL>t<.‘^|ufni'^ of m(Kiemi**m in Tu'Uf 
^o moderntsms surreal list fvinl,i?iies SiirreLilism is LTitH>ut 
retreL^t lind re^ri'ssion to the ititrLif^svi hie sp-iees i>t the pnmi' 
Uvv ynetinsi,iin]‘^ Through iittentiirn to and the suh- 

eonseioiis. thesitm^lisl w’orks U* hnn^ the miigKMl, the hallu- 
einjlinr^ , nnd the irfLitU^tijI to the ?vurLiee ol fonseiousiit^^ in 
the II, line in pM ehie lilvmtion t^iurie thii^heteiihM’rves in 


her flrtnle "Is Odvid Lvneh Creepier Th.m Mis Movies?'', 
Lynch is known lor his dreamlike nunipukitK^n im^i^es 
Eind tor ...his trtidemjrk iht^mes; de«nh, Molence, mutil^nion, 
deformltv. 'y*r^. kinkineh**, .iiid m-lTi I irdiumA'^." Indi-i-d. 
Ctvper s dre,im s<s.^iienet^ in Ttr r^r rcjA;H a re sisi iu tii e .iiid 
ch.irmin^, .ind Hob Lichieies success js everybody's w'orst 
ni>;htnusre inciirnpite. Hut do thisi' lantListi-s lihersite us ^vsVL'hi- 
tvilly, or miiinipiikite .ind opprt-ss us p«ilitiiMlly? U w e iieeept 
Ihomson's su^j^estu^n ih^it “proii^ressive art is jbout con 
Si liniisin-ss, re^rtssive .irt is eiLniuI I he suhci>nseii>us'^^" =ind 
(ipplv it cnhcivlly to the w ork i>l r>4v id 1.%'nt h, we ,ire klniwn 
to the conc]usii>n ih^it Tn'or indeiM, is regressive, fe.ic- 

tion-irv, reprehensible jrt. 
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It i!,on Ihh note ut reRro^Mon lh,il I think hiiifit's the whole 
frux 111 the miHloTTiisfii/fHHilrnoJttnit'h'' liobHto tor fvinini>( 
anilysis jnd ii^; niftnLfitana' I’is rf LvTich- As IlH- urntL-s^ue 
jnJ surrealism repn'seiit fl JJinRerdUS nepn-ssuin lo intfuipsy- 
chic U-nsion. primary emotion, the dream-stale, and the 
unleashlnj; of subconseious drives, postmoderTiism represents 
j darifteroos regression to and a ceaseless, uncritical i^uotinfi 
dI the sesist and misoj^ynisl meaniny-s embe'dded in nwyj- 
ernism Lynch's brand of postmodern fun, liLo surrealism, 
like the j^rotesciuo, is a fundamentally backward'lookinj; aes- 
thetic ft'rm that tnasL|uerades as ethically substantive and 
progressive In "Blue Velvet: Tost modern Contradiction " 
\orman fXn/in w rites incisively on the questionable politics 
of the poslrnodem tc^t; 

Tht-sc' tevts locate stranfte, eelc'clic, violent, timeless worlds 
in I he present Tbey make fun of the ^last as thi'v keep it 
alive. They search for new- ways to present I he unpre- 
sen! able, so as to break down the barriers that ki-ep the 
profane out ol the everyday. However, they take ctmsen a- 
tive political stances, while they valonrv, and exploit the 
radical scxial margins of society, N'l il hi n^; escapes lhi‘ post- 
modern eye Hut this eye, ils visions and its voices, i.s unre- 
lentinii; in ils willinjuness to j^ive up (he past in the name of 
(be luture...ti allempts to find safe regions of escape in the 
fantasies and nostalftia of I he past. t>eams are the pwl- 
mixiem solution Ui life in the present.’" 

David I ynch. that quintessential postmodernist, is really 
enftafied in the worst kind of regressive grotesquerie as he 
plavs sometimes oimicallv but always imisponsibly with the 
sevist, misogynist horrors of our contemporary sociopolitical 
reality. In 'Tcisl modern ism and Consumer Society" h'rodrk 
lameson argues th.it whereas the parodic style of modernism 
w-as often able to cast ridicule on bourgeois values by mock- 
ing and satirizing original works, the pastiche of postmod- 
ernism that replaces effcxiive parody can only quote and imi- 
tate KuirgeoLs style, losing in the priK-ess the critical ulterior 
moti^ 1.' oi Mtirf : 

rasliche is, like parody, the imitation of a peculiar or 
unique style, the wearing of a stylistic mask, speech in a 
dead language, bul it is a neutral practice of such mimicry, 
without parody's ulterior motive, w ithout the satirical 
impulse, without laughter, without that still latent feeling 
that there exists something wnrjfljii compared lo which 
1 what is being imitated is rather comic.*" 

Full of formal play but emptv of critical content, the poslmcxl- 
em pastiche (like the modem gnitesque or surrealist dream I 
merely bathes in the morass ol patriarchal ideology and 
I drinks' it up. In CurnfHvfia A ft^vk far Pnupfc Wlte ffii.f rafei'isnw 
I Ttw Brian Hawce-tt sees television .ind its programming 

I is the quintessential vehicle for disseminating that ideology, 
I which he calls the "manna" ol America, media centre of the 
I Global Village and the "universal" values of Western patri- 

I archy 


THt Tiki VI SION TEXT AND iNTf HTiXTU ALITY 

ru'jH f’ljiAs is the ultimate televisual ptistmixlern pastiche 
VVhile marketed as somclhiiig outside of or beyond run-ol- 
the-mill T\' fare, it is nevertheless part and parcel ol televi- 
sion's endless flow of sc visl banality, empty sty le .ird mind 
less (Hfrli' violence masciuerading as generalized "evil" lhat, as 
Fawcett argues, nourishes no one; 

But the manna doesn't nourish pvsiple Instead, it dimin- 
ishes and humiliates them by presenting images, of impos 
sibly finishi-d and slyhsh landscajses; images ot men whi, 
are virile, well-dressisl, urbane and violent, women who 
are bcsiutiful, sevuallv allurmg. remote in their pcilished 
perfections They are the perfect consumers ol product, 
these television pertectums. unbampe-red by inability, 
unwillingness, or second thoughts, se renely thoughtless in 
their slickly ciolenl conlronlations w'ith ugliness and the 
other human frailties they tre.it as evil. 

As part iif ABC’ s s iewing package, f u'in /Viik'i is also p.irt of a 
sophisticated and complex corporate strati-gy for selling as 
much air tune as possible to ,id\ ertm-rs TYw gisil of all teWi- 
ston network-s is to sell products for advertisers lo a capitalist 
culture obsc-ssed with youth, monev, success, and violent -- 
what Raymond Williams calls, in Tilrt-rsmti: Tct fom/egy attd 
Cuffiintl Form, our ‘way of life': 

The 'commercial' character of television has then lo be 
seen at several levels; as the making of programmes for 
profit in a known market; as a channel for advertising' and 
as a cultural and ptiliHcal form dirts ily shapes! by and 
dependent on the norms of a capitalist society , selling both 
consumer goods and a 'way t'f life bastsi on them, in an 
ethos that is at once locally genera Itsl, by domestic capital- 
ist interests and authorities, and inlemalionaliy organizes!, 
as a p'litical projtx't, by the dominant t^apilalist power.- 

ABC, as the last to be formes! ot the big llircs* teles'ision net- 
works tor, in bred Inglis' formulation, ‘ fantasy scresms'b- 
has historically functioned to pick up the viewsts lost to NIK 
and CBS It has dom- so, m part, hy constructing an image tor 
itself as the most adventurous and avant-garde network. 
Quoting from an inters iew almut Tavii f’cwL' with AW. enter- 
tainment president Robert lger,Stes e Pond writes. 

! (1 lk4e, op-dS .H p ^ ^ 

17. p '^^ 

IK \cirmar K. tVnzin. Blue Velvet: l\sm«dern t ontf.idictions,' 
TTirt’Fv. drU SixrirJy, v.5, p > 

1^. |;irni.*s4>n, op .lirit. . p I li ^ 

ai Brian Kawceit, Caiiihdui A ff-iL fur WTi.. Fnr.f I.feifsser 

7(H) SikJtt' I Vancouver: Talcmbisiks, pi 7t' 

21. g,iymond Willsims. rrimsMH Irifipiitfi'gv "“d Cafluftif farm 
(london. Fonl.ina Collins, l‘i7'4l, p 'll 

12. Frc-d tnglis .'Wcdi'a TAmry mr fflrr4i,fm-tm)i. Cam bridge. Masc, 
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MiMnwhi]t\ he jdded, I he neiwtvrk ^ilrt^ngly supports fhe 
slx>w itnd ktinws th,it ll\ hi-lptid 'Inimea^iurobly"' to tnxisl 
ABC'^i rfputfltion as the sideeTitvri>u^ uf the ihriH- oel- 
m^rks../ Thi^i experience," he saitL "“whelhtT 11 erd> up 
being lofig-temn in njlure, in tern\s of Tu'hp tife on 

ABC', ur uhether it b in Mcl fihL^rl-iemi, viili si ill be liery, 
very positive for us*".^^ 

Unsurprisingly,! ABC 'si Mm in .iiring Tmin PruAs is profit 
Working to svll its typical i viewing dudienee loi jdvenisers, il 
musl hold the .iltention of the ctire Lynch youth -cm] I 4udi- 
enee, yet jllrjel older .idulls with bigger buying poiver li.e.. 
Yuppies And intellLmtUi^ls who have uslensibly jbjndoned 
television js mindless dris^el but CAtt bc^ pci^uaded tu flatter 
ihemselvos in viewing Tu'hi PniJt^ js radical and avant-giirdeV 
AtXordingty, a programme like 7u'iw PrtiCs can manage K>th 
of these demographic gn>ups: 1) through ils casting S4\y 
leenagers who are easy (for anyone trainew^ by a yuulh cul- 
ture) to lEhvk at and identifv vvilh, and, 21 through its casting 
of mi>re responsible and consen^ative ^fMthsh Adults AS cen- 
Iral prujtagtmists (Kyle MacL^ichlan as ageni CoopT. Michael 
Ontkean as Sheriff Truinan) wht> will give the older* more 
inlellectual audience segment a secure^ moral position with 
w'hich to identify^ while encouraging their nostalgic yet ironic 
engagement with the (pistmtidern) lext. 

Then, Iht* serial format of the w wkly soapop-ra as a tulty 
entrenched telev ision genre turther scTves to manage and 
Contain the meanings and content of the show^ itself. Indeed, 
soap-op^j might be considertsJ tht' p^stmiidern genre fsrr 
cjrcrJJrFrcf (witness its phenomenal night-time popularity 
lhn>ughLiul the IM^Os) as it, perhaps more than any . tether 
genrt% embodies the illusitm sif "limeless w'orlds in the pre- 
sent" that Den/in desenK*s as the i-sHmcv of the pistmcidiTii 
sensibility In any case, we understand Th^pi PtmAs because, 
ultimately, we understand and have assimilated the rules of 
sciApop^ra and ihe murder^mystery series particularly, and 
the rules of commercial tele visum generally PetiAs, 

whether it wants to admit I his or not, may have begun by pir- 
EHlying mainstream netwt>rk television, bul is coming lo a 
ck>se firmly embvsJdtsJ and cntrenchtid in ils generic predilec- 
tions, its flow', its logic and its values As Jane Feiier sec^ it in 
■'Crf.-nn,' ?^udy and Television,'^ lete vision is a cul rural forum 
'"involving the m^otiation of shartsi beliefs and values, and 
helping fo TTibiintain and rejuvenate the sEH'ial ordt-r as w elt as 
assisting il in aduVplng to change Hut. rather than embrac- 
ing and pri^mttling stnial change in any fundamenlal w'ay, 
Tu'in Po^As mcTely piys lipsert ice to change bv claiming li^ 
be radically different on the les'el of form and sfyle Fisr Twin 
Pi'aAs (that w’hich is marketed and masquerades as progres- 
sive and ayanbgarde television i is now, in fact, pan of a 
sophislicated marketing machine* designed for a male lun and 
prof i I motive that w'orks ultimately to entrench and validate 
i.'ultural mistigyny while pn^je^ting all of palnarchal stHiely s 
ills onto genera I i/isi evil, Ihe pnir and the marginal. fk>b, 
with his jean jacket and long, greying hair is he is re'tnj 
in all the wri>ng w^ays — retro to the wrong decade — a lash- 
ion tu^no in ihe hvp-r-ctHsl, hyp-r^coiffed, hyp*r-CApifalisttc 
l^ls As such, hi* is forcwl Ut bi,'ar, stylistically, the substan^ 
tiw burden of a natii>n s evil 




Tti'fjp PcdJts is not simply part of network lele vision, an 
apparatus of dominant idi?ology. Its textual implieAtions are 
much miw far-reaching. For television and its programming 
are themM.'lvi.^ part of the larger pheru>menon thal has come 
to be knowm, in cultural sludies, as interievtuality. In 
""Pmsupp^ition and Intertextuality'' Iona than Culler w^riles: 

Tnicrtextualily is les.s a name for a work's relation to pirticu- 
lar priEir te^ls ihan an assert iim of a w*i>rk's participation in a 
discursive space and its relatmn lo the txjdi*s which are the 
pHenli.ll forma! i/ations of that space."-*’ The concept of infer- 
levtoality as C, uller understands it refers it> the* cuttural land- 
scap* as an infinite system of fexfs or a field of discursive 
practices wherein individual texts mingle* circulate, fake 
place. C ulture is seen by Culler as an arena of lexis/ gen- 
rv*s/ media /auf hors thal furtction ttJgelher to gt^ierate mean- 
ing. Interlextualily assumes I hat there Is a mutual presump- 
lion and presuppisition of knowknige when wv engage with 
cxiltutal iirtifai.'ts. These artifacts, or texts, organize ihemselves 
in terms of the culfure around them. Thus, teicts like Twiu 
Polls can be said to carx'e out meaning in relation to, with the 
help of, and through other texts. An article on Tirui FcjiAs 
frt^m Us The £pifcrtaiiTifi(7r^ Tfti" S^'rci Diary of Ijitira 

by lennifer Lynch, and an item from Ihe '"infotain- 
ment"' lelevisiiin programme Curreiffi Affair can be used lo 
demonstrate this interfexfual op'rafiErn and its ideological 
effects. 

Cuven the palriarchal bias of the culture in which Tu^bl 
Poll^ takes place and circulati*s. ii Ls not that surprising that 
Tti'jpp Polls and its mtertexts carry' the meanings and forms of 
masculine privilege, sexism and misogyny- ''Shades of 
Chatige,"' an article by Steve Pond about Tu'pn PmAs which 
appe.ircx1 in IIh* May 2ft, I edition of Uj? Af4a_^xizprrc, works to 
promote ihe series, its male protagonists, and its author as 
artistic, progressive, avant-garde The very' title "Shades of 
Change" and ihr lone of the article itself suggest that Tieoi 
Polls is nothing short revoluliofiary, lighl-VL’ars ahead of 
Its lime, and "nme leagues above the head of the ntirmal T\' 
vii'^wers."-'^ And ihe pholographs* with captions, of the two 
male protagEinists w^hich dominate the article clearly work to 
lhc*se ends as well. 

On Tinin Peats, Dale Cwper/Kyle Macl^chlan and Sheriff 
Truman/ Michael Ontkean are both stable, conservative, 
doivn-to-earfh characters. They embt^dy ni>rm.ilily and as 
such secure a moral centre for the progrAmme. But "Shades of 
Ciiange’’ changt's all that in order to intrigue and titillate fht* 
younger rt*ader and rt*-S 4 'll (reinforce) these figures as funky% 
avant-garde Lynchians. On the Cover photEigraph, spike hair- 
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dm And tin L'dnnj; tm OntktMn and p;Lim[iuri^c tKi- 

normally stakd honn^s, whtlo dH^douhk^-paftt^blat k-arid-Hhile 
pholoj^raphy that ihv article promoter them as arlv 

ty}’^"s spi^rtinji^ dark sunglasses The caption echiK's the l 
in describing I hem as "Cool t jlsT But. ol ciHjrst-. according 

the underlying logic ol patriarchal empowerment, ihey 
eannol hi- puftraytsi as Um weird in order to ensure that iheir 
masculine authonty is not impinged. SignifkariEly- this htmHi 
male duo is made lo s.indvvlch and a^ntrol the attick% as 
they sand Il'ich and eimtnil the series and stabiJi/e its mean- 
ings. The phi>t^igraph ihat ends "Shades of Change" shous 
them in medium clL^^-up through a is indow. laughing, with 
this accompanying caption: "It's like I get 
evciled ahmt going to w^irk Lwery^dayH" MV's 
Kyle Madjchlan . -'lt's like. Veah. I get to 
have tuni'’^ C)t eimrse, ’i'eah, what "Shades 
irf Change'' promott's is, like, someShmg we 
have alrtsidy setm enough ot: Lynch's brand 
of "fun " Pond wnles: ""In anolher episiKle 
one ot the characters, a witt^beater, is shown 
caretuHy putting a bar of soap into a S4x~k 
and then sw'inging it as he closes in on his 
pitiful prey, his wile. Ves, Tu^im fVtfis is 
decidedly different, as w'ell as daring and 
disturbing."^'^ Anonymous w'ife-beating. in 
Pond's lex icon j is '“differenl" and ""daring.'' 

"Different,'' w'hen tuie in four W'omen in 
North Amefica is the victim of physical 
abuse af the hand of her hu:iband? 

Tekwisually "daring," w^hen you can set* the 
same violence repea led I y pc rpt't rated on 
women in lil rtiSr magazines and videos? 

Likt^ "Shades of Change," Thi- Sixnrf 
fif Laurff Pfflnurr is also pari of Tn^/tr 
interlexlual nexus of meaning. Written bv 
David Lynch's own daughter Jennifer, it is 
obviously a commtsdity-for-pri>fil direclly 
spun-off from the lele vision programme, as 
w'ell as a v'ehicle by which the progrbimme 
and the larger culture disseminate patriarchal idecdi^gv 
Thrtiugh ihrs supptvsed secn^i diary, we are voveunsticallv 
encouraged to furtht^r probe, w'here Tieoi Pti^ks ilself leaves 
cilf, the ?K'xual enigma that Laura Palmer/w^>men reprt^'nl. 
C)stensibly the 'real- life' diary of the murdend girl that can 
let us in on the darkest NLxrrels of her s^iiil, this bot^k is actual- 
ly prt^mi.sixi on the vii.il4tmn, victimi/ation, and silencing oi 
Women. 

Firsts to read a diary is to vudak' pris^aev. Consideri'd in 
this w'ay, jenniler Lynch's 'ert^ati^e' offering to I he paternal 
Lynch stew-pig becomes a grand metaphor for the violation 
and disrespect nf women's privacy w charactenshc our 
culture m general. Sis.'imd, to tx^ad this particiibr diary is to 
see W'omen turned into helpk'ss, pathetic victims- Laura 
Palmer, of course, is the v ictim of the demii>nical Boh But 
wL^rse than this, she is also portravixl as the victim of her own 
lack ot si*lf-ri“sptx t and dignity as a wx>m.in. What T^ic ScxtcJ 
fhery iif Ptt/nn-r teaches us is thal women art^ inherent! v 
"dirty'" and "abnormal' (i.e.. not menl and sodeM?r^'ing of ill- 
ireatnuml, humiliation, and pimishment: 


I [ust w'antts.i to be normal. I )ust want to bi^ like everybudv 
else I don't like having to N' caret ul of who to talk to 
becaus*- si^mixme might hate me it they knew' ihe truth 
atH>ut me. abrnd how dirty 1 am And how stvrnehow, 1 
don t remem bc'r it. but. somehi^w everyday I asktxJ fo ht^ 
treatid this way. It always hapt-XTiSr si> it must K' “ii^e- 
ihinn I don t realize I say, ot wimething I think I Ei>ld him 
how 1 went ti^ my safely depc>sil box and hi>w I s*iw' ihr 
drug money I here and I had a tanta^v abi>ut taking it and 
running away lorever. But I didn't d^*serx'e that I deserved 
[o stay here I had done stimelhmg WTt^ng. My heart hurl 
so Kidivj hill I knew 1 had to stav.^ 


slory leading up lo I .aura Palmer's "di*MTV 4 \l' demise is the 
tael that k^nifer I vnch, as a young h^ffnifi^ WTtite it: all, sii^m- 
ingly, in the spirit of f>ad's simse of '"fun" — and profit! 
Third, to read Die Scs rcJ fJiriry ot f^a/mer as a cultural 

artel act is to bear witnc'ss to the silennng of women tin lypi' 
cal patriarchal fashioni through the Madonna/ whti re split 
Thi^ layout of the diary is itsc^lf a m^-laphor k>r Uiura's female 
duplicilousness: a smiling, virginal prom queen on the out- 
side, she is tilth and fomicafiim under the cover and belwix^n 
the shet^fs The "st'creS truth" Lihi>ul the liguix-^ol Piierks' 
lovely, licentit>us l^iura Palmer is, in tact, oki hat She is pmi- 
mtideni patriarchy's enigma tthe sign of woman) pt^rstmified 
Thus, what we read w ben wv read this te\l in context is mere- 
ly am; Ft her representation ol I he willful erasure o( female 
identity, subte^ctivitv, and pn-iwTice from our cultural land- 
sca^Hv begins with la lira alavidy-dead; and the 

final v^iirds of the secret diaiy merely contribute to the gener- 
alized cultural sen.si' of lemalo inertia: "I have to be numb,'" 
she writes, and Fi'Tirtifer Lvneh finisht*s her i>lf — sends her lo 



Iii-r Jimm; "TIh' last rnlrv 

Shevt%i% iound fust Jjiys Liter 

111 Novembt^r ml CBS's Currnfl i'^^fiurr airt'd an item 
L ailed 'Twin reaks Murder Mystery: A KeaULite Mini 
Vlisvie, ' ivN-rtnii the aeluii] murdtT nf Mary' Ann Ale^amiern a 
iwerty-twn year old nurse tr^im lanvell. Massachusetts, is 
inlerpretL^ lliniugh the si|>i\s and mi>tifs el David Lynch's 
Arty slu>ts liI birds, tnee br^^nehes, ttiwefin^ f^inn!, 
an^S the t]nwin>^ w aters ef I oivell's i^td mitl dam are enm- 
bined with the Peifts theme music and a photngraph ui 
Mary Ann as a I ytuTtian baikdrup to detect iw David 
Toiisi^nanrs in^i^ti|;atiikn and evenlua] Hilutinn oi her mur- 
der. Marv Ann, Tousij^nant discovers alter ten years ul 
dLiyy;Ld piTsislence, ivas killed by nei>;hbeiur Dniuj^ r^hiniH'V- 
Me had bhadj^timixl her with a camera as she aivakent'd to 
catch him in the act ot adding her in his secret phnlo ctillei> 
tiun oi nude women. On CiirretpJ interte\tuality runs 

ar[ii>k, il you will, as television ™ news'" interprets^ cultural 
“reality'' iihe murder of w'omen) through television soap- 
optTa. In this ’'real-lile mini movie," deleelive rousignanl 
Kvi imt-s, like Ligent t tni^’nT, the male hero who works virtual- 
ly single-handiMly to analy/e I he evidence, whe the mv'stery 
and expose lbt‘ cnminal. l>iHig fTiinney is arrested and [jailed 
for life. But dtvptT analysis, i>l course (as in /Vditsl, ships 
there. The surface Ljut'stions are^ cleared up — the guilty indi- 
vidual is found and he w'lll pay for his <mme. But the more 
profound, slructuriil questions H.e., why men in our culture 
tear and hate women wp much, why W'omen ^rv ubjtHTified 
and dehumani/td unsier pa tnarchy and capitalism) are ne^cr 
broached. Ilarriel Alevander, Mary Anne's mother, is not 
unrepresA^ntativo of the mafiirily reaction in her feeling of sat- 
isfaction that the linstery has K'en solvid and done. 

She says. "There's closure to the whiite thing now. Tt w'on't 
bring her haek, but at least w-e have the answers lii all the 
qui'stions ^ as to why it hap|,H'rudr hiiw it happe^ned, and 
who did it.. From the boHiim of out hearts, thanks David.” 
f lamet Alexander might indi^d feel rc^Lief and my intention is 
nthther to deirv her this enuktion nor msiek her grief. But w hal 
We must criti<.al]v ipu'stiisn het<.^ is the that w'e give 

te\ls to go e us closure — the license we give these various 
media narralive> lo in reaiily fix patriarchal meanings and 
entrench adetdiigy while seemingly providing ''^ll the 
answ i^rs '' Tip w’h.vf evlent will w^e continue to accept omnip(.v 
tent male prolagonists in their quesi lo uncover 'Truth," 
which as laras I can sov is really the enigma of ivomi'n buriid 
in dead t^‘trkale tti’sh? Tii w hat evttTit w ill w^e continue to val- 
tJn;fe laughing men like Lynch and the shiries they tell? The 
'crealive'" answers that Tun pi f'oiLs' interlexlual eollage wvirLs 
to li'ed Us must. I think, be vigilantly questiontd and chal- 
lengtxl 


THi MASCULINE STftUCTUftES Of 
NAtRATlVE FORM 

The narralive structure of Tlinh reiiJLs, like rn^mv iither popu- 
lar ^^Itural tibk'vt^. sustains a trajt'ctoD' male desire to do 
and lo st't" violence against women. Sieve l\>nd unwittingly 
relales brutalitv against wNimen to the basic structuration o( 


narrativ'e in our culture when he wTitt*s: "Thiist^ who w'atched 
the pilol were anxious lo find tjul who set the show in mol Ion 
by torturing and killing debutante l^iura ralnter.’"^* Setting 
the patriarchal show in motion a!l-twvfrev|uenlly means stop- 
ping w'omen dead in their tracks, Indeed, the establishing 
sequence of Ttepw Pitik^ offers the mulilated, raped and plas- 
tic- wrapjHd Ndy of a young itvnagid girl for our v iewing 
pleasure. Significantly, as we have seen, L^ura Talmer is 
already dead — silenced before she can spisik, cry, name, 
accuse, or fight. Typical of the structure and logic of main 
stream ruirrativesr svimetkoe else will investigate him! tell the 
ivoman's story. In the case of David Lynch "s narrative, 
authority Is vested in I he male protagonist. LBl agent Dale 
C tKk|.vr, wTui arrives in Pruts to get to the bottom of this 
mysterv'-spectade that is literally em bid ltd by — WTitten on 
the bidy of — tjura I'almer. Through his eyes, his subjisTivi- 
ty, the viewing culksctivitv invi^tigati.'s the traditional imikd- 
emisU enigma of w'oman: l^ura is both Madonna and w hore; 
prom-queen and nymphomaniac. V%'h]le CiHipcr and his sidi^ 
kick bheriff Truman priHtde thi" sivure moral posit ion with 
which we identify, characters like Andy tthe sensitive man 
who dies a I the sight of the dead Liural is marginaEi/cd as a 
naive uind incompetenl juvenile and ridiculed by Truman tor 
his emotional displav. 

In the course of this voyeunsfic investigation, we are lutky 
enough to eventually get a replay of the '"mam evenl" that we 
missed: the physical, visct-ral act of violence direettd at ihi- 
female b^kdy. It is the m<iment that, as patriarchally-condi- 
tioned subjecis, w^e have all been waiting lo see. Maddy 
Ferguson, look-alike cousin to Laura I 'aimer, is murdered. 
The act is rendered in detail through slow* motion camera- 
w'ork under the banner of David Lynch's ironic creative 
genius, and CiHipc'r is helpless to intervene, fler murder, 
while painful to w^aich, is nevertheless also rendi ’'*d an obg^T 
of sW*sthetk confemplahon, e%'en ptissibly of titillafum. Unde 
Leland/Bob sernd?; Maddy flying, face first mlo a glass-cov- 
ered reproduction ol a bull moosi^ while he screams about 
MisMPula. Montnirki — her home-town w'ithin the dit^gesis. as 
w'fll as Lynch's own home-town. Is this I he pisstmtMem text's 
ironic and self-reflexive reference lo p.i triarchy, lo men as 
dumb animals, to ihe natural forces that make we poor 
humans behave bo violently? Or is it just another evample of 
the unproductive tension pr^iduced by the humour and hor- 
ix^r of the grotesque msxle of modernism worked oul on the 
bodies of women? The narrative gm^ on to allow Hob to 
escapt^ and tts send ptsor Lcittkid to Ihe white lighf ol eternal 
rest. Again, it is impnirtanl to discern and acknowledge the 
lact that Leland's death scene is playtxJ straight, with utmost 
d ratTuitic sefiousiH'>s. a nd W' ith nt>ne ot I he gnrti'sque amhix a- 
lence that characleri/tM the scene of Maddy's death and the 
suhsc^quent scenes ol the disposal of her corpse, t-learly, 
Le land's shower scene is suppi^s^M to Ih- cleansing, even 
tiuiching; if is fiupptsscM to strike a chord of empathy in fhe 
^ lew'er. Thus, evil and the supt^malural, and not tjcland him- 
self and the patriarchal structures that determine^ his 
behaviour, take Ihe rap. 

The ambivalence of the grolt^que, the indeterminacy of 
st>ap opera, and the ptiwer and license' oi the aggressive 
drives of masculine narrative underlying Laura Maddy 's 
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dtMth, nut rni^tK eiik' l SiisurL' hut ihi* desire tu Ntf 

jmilhi'r murdur, lu .inlicipfitv I Hu ni-^t victim. Wyndhjm 
tjrli- (C (it>per'^ vt-fMrtncTi bccumt.^ '"cvilS" tivxl \ rhick .ind 
humjii .idvvrs^ry in ,i dcjihh' chc^^. This 

shift IS mi.idvurtvTitlv u^lin^, il rcvisds whiit ihc njrrjili\c is 
retfUy .iKuil thecon(t?st K'lwivn nvcn ti^r .i!NCi-nd-incy , wurktsi 
ijul tin l\w biHiics i>t women Acctinhngly, in uplstHit- 
VVvnd Huini FUitk-st^s I he j^t^ikcs in the Lynch ^aming-huuM^by 
Ci^illing I he pitenti^il victims tu^elher ihfough myskTiuus 
nou^ Who will il be? Shelly, tkinnii, sir Aud:rey^ All vouny;; dll 
pretty^ dll All in the n^me of a story well-loliJ^ In 

Lvneh's own ivords, lu''s just jlonj^ wjlchiiii^ this f^n- 

Ijslic Erjin thdl leads to a new world and anolher story/' 
The AHC tram?; 

Jack McQuet'n, stmior vitv prt-sident and general manager 
of the FiHUe, Cone and Iklding/Tekvom ad agency, loh- 
curs. '‘Maybe broadcast networks can use this to grab 
some ot their ertHling shares back/ he says. ""Wi'e nei^3 
thes4^ ki nd s of thi ngs on rH^t wi »rk telev is U>n lt> slem I he t ide 
ot enwiing audience tis cable, VC R-s, b«it>Ls and talking le^ 
your wile. "We called last season the SiMson VVithi^ut 
Reason, and hopefully this nexi season wull be I he 
Anything to Ite t^fferent Sesisiin.'' 

Tii'itr PoiLs, he adds, “is an attempt di> s*jmelhing 
that broadcasi ‘W lan do belter and attord to dti bett^^r 
than anvtsKJy elscv w hich is to deln'er a ^\'eeklv entertain- 
ment even I that ptxvpie will lune in to btH.’aust‘ thev 
^km^t want to be the Iasi pt‘rs^>n in the office in the neigh - 
bourhi;MsJ ivhitdidnd s*.v I he last episinJe/^ 

The la>,t epiMkiet^f TTi'iir Ttats has priH ^d to be a [^Hi^lmcdern 
I rain ti> nii^w^here. Cooper himself becomes Bob, prey lo a 
seeming Iv uni versa L abstract ex'il. And w'e iT:rc ireaied ni>l 
once, but tw^sce, to the disHgurt^menl by anonymous evil of 
iht^ tace of I he nun-ioim-lx^auty ^.juixn Annie Blarkbiim. On 
this s*ime old “new wt^Hrld'' ot David Lynch, we pt'aks givkv 
are st'cmingly all Unighl and st>y. 


AUTHORSHIP 

W^'hat sex^ms to p,iss in S4^me tircU^ as l.yneh's 'Ironic creative 
genius“ is, in fad, a repelition and re-entrenchniient id 
women's viiiimiyation under p,i triarchy's icKm^i ot fun k>r the 
T*J4i,K IndixxL the etkx ts ist the groli^sqtie wilhoul the politi- 
cal and ethical et feels of satire are dangerous. More tension- 
pn>duciiiig than libera ling, the grok^sque mosle of m<s,lernismi 
apprirpriatis.! by '^pi*-t''nnHJem TV aesthdics leavcw us laMiT 
ing water, still drowning in an I'ssentially niissigynist alpha- 
bet M>up. "^Yhile at tirsi glance Lynch's gri>tt«^]ue style doc's 
stvm tin bt; vilal, iww, and lull of delicious mmy, closi^r ^ind 
preilcmgi'd frnmal, inti'^rtextiial. narrative, and conleni analy- 
sis rep eals the same old moles on the tace of patriarchy 
Where it migtit bi- constderi\i in sisme circk^s "liberating'’ lor 
Lvneh to e\pi^' and exorcise* the demimic in men through a 
disttnctlv jrxssfiTiLHkTn articulation I'f the grokssque. it cannot 
be tn'erliHiki*Li that such exordsm neverlhek-ss still FiH|utres 
the distiguri'meiU, rape, and murder of ivomen As Thilip 


Thomson iv rites, the grotesque always ullimatelv turns 
a wav from the Intel kvtual lunctii^n and appt*al of ironv. si tire 
and pariKJv toward its own “primiirilv eiiUHtional" funclk^n 
and jp|xal.^ He gtH*s si> tar a-^ to ssv it returns uv to child- 
hiMsvl state wherein in tra psychic tension'' unri'*-olvi'd 
and the mitral distinction iH-lii^tx'n that ivhtch i> comic ami 
thal which is reprehensible is not vel p^s-^-ibte. I hi-sx* Litidi- 
tu^nal i|ui>tes lri>m Lynch's ow n lexicon demonstrate a similar 
grofoMjiiC inabilllv on his p^irt to make mi Krai or ethical i3i'*iini‘- 
tions. 

(i.ortg paus€‘| Well, 3 dim I know aKiul miKlern womi n. 

It you have any si>rt ot moral thmg or bound .iries vou 
won't criiss o\lt, that's ginng to shapt' vour vton Bui it 
you start worrying right awa\ about the meanings of 
everything, ehance^^ are vour ^\x‘ir intelkx'l is only giving to 
glean like a little pi>rtion ot it/^ 

^'eah. Oh, '^eah. '^S'tirn you go with intuition or subcon- 
scious or whakwer, vou ean'l really titti*r that stuft out 
Vou hav e to kind of tel it come out aiwl hap|H n. without 
interrupting it. tlnce you si art intet]vs.tuali/ing loo much 
— or talking to the dinii^r atxiut it “ vou might s,iy, "Oh. 
my gk>d, man, that's very' Kid. I don't w^ant jysiple to think 
that!" Si^ ytiu start tillering, chopping oil that lit tie conduit. 
So it's belter not to kmm' so much, in a way'r abtmt what 
things mean or how thev might K' Inti-rprek'd, or you'll be 
Jlraid to let it kevp hap|xmmgd*' 

There are some ^^■o-nieii that you want lo hit because 
youTe getting a tilling from thi'in that they want it. isr 
may K- they upsc’t vou in a certain wav I mx’ this liap^xm 
ing. Bui 1 don I really understand it 

I think I hat the trtving pnver ol money is a very healing 
son iHt thing. Because all we want tis do to K- able to do 
what we want lo do. And if we can do thal. we get (he 
semst'ot trixxlom.^ 

Indix'd, It scx*ms that with David I ynch on televisinri i^e fidWe 
the quinlesscnvtial manihilJ -artist of the grotCMiiie t<irm of 
postmod emism . At pl.iv on Jiis mnuirlaiii with his little con- 
duit — al plav w'lth the dri^sof miist ulmedi'sire in the name 
ot fftxxjoin t.ynch just w'ants to have tiin I gui*ss ti'levisual 
forms ot po^lmiKlirn pleasun . plav, contradiction, abstrac- 
tion and undc*CKlabilifv Can be' hi lihi'raling thing - de^x*nd- 
mg on your pilitk's. 

10 ibid . p 1 n 4 
1| Oi'nd, op.ot p.2Z 

1^. I)a\id hTfc^-ikin. “t VViW Sort ol T mlsifnW'.isl Tllnlt Vty T.srent'^ 

Were Set Xii-rnial." .*^faNi’, n kl, L^f. pnZ 

-IT. up lit . p Zk 

M. Thom-i'n, op I'll., p 47 

IS Husk i n.. i'p.c 1 1 , p 

Ik ihid . p sN 

17 . 'Duelk'te, s *p Lit . p I ^ 

IH. Hu^skin. L'p.iil . 


In Light of 
Difference 

^ N VISIBLE COLOURS 
FILM / VIDEO FESTIVAL 
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1 11 Nov'onilxT of 1989^ 

Vn n ct I Ki ver ht>s tod 
in Visible Colon 
ti roiticirknblo, ^round- 
bronkin^ iiitonxationnl 
fostivMl and symposium 
shtnveasin^ tho films 
and videos i>l vv'omon 
of coUnir and Third 

VVtirld woitioii. 



hi it i> tu kKatc ihi^ unpmii.iiHitiHl event 

w ithin the prL»ljlvrdtin^ ctmteyt ul ii Luituri.il priKluLlisui 
ihiMry ihsit mnv linds rjLe and r«ier furv. \ist 

unlike I he inip.iet lenuniht pilitieN hits hiiJ t>n the ^sren.i vi 
eu till re k>vef the IjsI iwit div^idet', the uf '"the new eul- 

tuTnil pLkhtii is diiterence”' js Ciirnel ^Vest HlIS elli'etivelv 

deseritH%l tt U>reibly J irrupting the tr.idilienji struelure?. 
.ind ul JiMTEPursi and priKluetiun. itp Vfsif’fr Cekijifs 

made the e\plu^3Ve power ul thts di^^14pliu^ ^i^nitieantlv 
appareiil. 

Sevenly-ft\e internathinal delegates were in altendaiue. 
HXl titm and vldeus were senivnt'd. .ind: thirlivn minJeratt'd 
panel disi'ussiurih and wurkshups tiNiL phue The divetsitv ut 
the u|H’nrng panel hinliHl a| the pruviKalive exehanges of 


AO 
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by Mjur^n Blj^kwcnd 


lETEiimiLiiiim iiiiLi VlIM rjn|t;f eh t n^ij lun iru^i rtv t.'\pE.'- 

fK'iiii.^ i^Vfr till" ii%‘r-dtSi%" jNL'hE.'dulL" ds 

tvsvh i5t tht* fivv vE'Fiv<.\l Ihvir i'v|Uiiily siji^nilk'di'kl. hilt 

diviT^tml drt'js iH ci>ncfni hir thvir (>wn prdctict*^ and cnn- 
lk‘v.ls Eil prinJui limn. Ami-rkdn tilm dninriLition dirt^lor Ayokd 
C'hmn/irsi undiTlini^* thm tm p irks net' isf hi’r dlliiinem with bUtk 
mdlt^ hlmm.ikcrs dt d moment w'hcn 'the pditt* tumhnue to 
enler nur eommunttk^ nind murder our men dnd children,-' 
iind eoncludeii, "thih cdiimk Ke denied in the lunie el d 
women s movement er lemini^m.™ Rom M-mhuj^u SchetlingH 
describing herst^lt I he "'en l y iiitdepend ent w om.in tLlmnidk- 
er in T.in/dni.i/' express^ed the hepe el iieluorking with 
women m horop- dml NEirlh Amencdr w ht^rn^ edsier dteess te 
mdleridls^ i\|uipmenE .ind tilm Libs might tiiciiitiite ihe pro- 


oucEien .mo eisErmution e-f her films. Vancouver film eind 
% idtxinidker LereltJ Ti^d spoke of the significonce of these 
nux.lLd as immls tor stEihes. for voieing an affirnridtion of 

rights and thereby aiding to create a measure of autonoiny for 
\:,iti\e culture's. Todd has also ek>quent3y, if controv'ersialty 
cirtii iiLiti%l Ihe irtip>rtanee of Kative cultural autenemy in her 
article. “Nii>tes on ApprE^priaHEin/' where shi- argui-s that the 
current ihreal Eif cultural apirtheid necessitiites that Canadian 
\:alive eeiits have sovereignty over I heir owm images and 
symbt>ls in order to rtsTEHer and wrile their historii^sJ While 
there is a knoivn danger to this kind of sepimtism which fem- 
inism has explonii in great depth and alerttni us to (in that 
demarcations must he made between authetiiic and inauihen- 
tic practices, determining who is allowed to speak on what 




clfl ti /f* ivvi 






Sdff Rfjl by Pr^libhd ^4nnj,r 


Lind Lk^tL-raiiining hisvv “cerlihialuiii" j-miurs, and bv 
whisnih liidJ's challenge i> Xo ri't'Mj;ni/r I he specihcilv til 
Nialivr hi shin and thv stratf^k-s ansnter iht- ^H^ten- 

tiiil annihilaEum i>t thi-s i iilliirt' in ether wsirJh, TiK3d dehnes 
the strjlL-^ie iiiv^^sity et de^ elepini^. a sLt<, -specjfic cullural 
pelLtie that may net enly tihailen^e. hut centrLidk'l i^lht^r 
iT^imleh et euhural rL-^istLinee. 

live eiiiilnhutiiins (Rim fapvm liIs 4> e]ieiti%l mipikrhinl eeii’ 
sideratleits et deb ni turn and addrt-ss. |apan r>i.it a T hirtS 
VVsjtld etiiinlry raises t(ie tju^^stien el hiuv uind by ivhnm 
w^imen ol eeli^ur an,^ dehn^xh elearly in relatkin te (he eco- 
dental in this instanre, net speeiticallv m reJLitien te 

their uwr eultural L'enlevts. This tiirther breaLht'd isse^L's iil 
terminelefiy and ^kt-definitien uHhin an e\pand<\! idtTihlv 
pmlitie that new ^nter>t^'ts ^.ender with cultural and racial dit- 
lerenetv ’l et. m spite, er ^vrha^>v Ixvause et (he eenipleit ehaU 
leUKt's pestH.1 hy the uerk^ s^-reenevi and issuts bv the 

sympesium, there ceuid hv ne denying IIhl- stmsi^ et empKnver’ 
menl altainisj hy attirniin^ such a eemplevitv ef identiEies 
wilhin the already mar^^Liiaj spaces thai are ivemen's film and 
vidiMmakin^. 


Mevican vidismtakeT, julia ha fee's Prey mi pi ^ wfih 
(1488) emhractxl such cnntradieEiens and was in rriiinv w^av-s 
emblematic oi the ptiwer nt (the utepic)- transcniltural feminist 
I^Hililics (er sijsf(*rihk«y that made In Vi^iblit CnfiPHrs pmssibie; a 
^xihtii. thal t^erseveres in spite of f ractarin^ frem internal dif- 
terences, Lind severe feminist eritidsm and demands hir speci- 
f icily, t haracteri/id hy an iiEten dislrLictinj^. extremely ruu^h 
shotPling and ix.iitin^ style. Karen's vid*xi casually documents 
the fourth f.Picwciifrfl fvNriNi^ln (.iifNUimi'riraNO y t(A C^rihe, 
which broil j; hi loj^ether over 1 200 Latin American and 
CarLhbt^^an woitn^n in !4S7. WhLiit emer^c^s is a x-ivid portrait of 
intellec-tual .md spintual exchange, Kith in Iht' small, injormal 
conseiousiiess-faising groups and in the massive f^roup 
encounters that were (he opening iind closing plenarv ses- 
sions. rartk"ularly powerful is an intimately framexi, exlend- 
eeJ discussion be-twevn a group iif women, chain-smiiking and 
drinking alter dinner, in w^hich ihi^y pa ssuinaferv debate the 
liifti, ‘rumen's K4iviH:n the ivumen's mtii'emenf and leministti: 
(he tormer, understiHHJ fipr its K'lief in graduLil social t hange. 
versus I he latter, characteri/ed by its potential for rxn.'olution. 
lusiifvirig her position as a radical feminist, a Nicaraguan 
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worriL^n hi r,\pviS jnd by 

AmoriL-.ifi-b.ukfd oivnlms .ind hor hurrnr jI distcnerini; ^'\ - 
fn\J Wiimi-iiSbfiMstsCisrflully pl.icod tiii iri.'obr.inches. 

An ti.'^tirTiiinv U^ thf h.irhsiric- .iftivitiON pt-rpftujlfd by 
ATnfnc.in (oroa^n pi.>lii:y ihriiuj^hnu^ LMin Ainoi'ji^i in thf 

njmf oi lifniicrLiLy .iiilI in.H.'doni, /VtyjjdrfrJ with DHvms insiro 
impliritly undi-rlini'N \hk- MtondAry ^Hwitiiin wonifn'!* slru|i>- 
glos KreLtiJoiitSy Lurvupy wjihin w-cAllod 'lAr^fir“ striigj>lf^ 
j^Eiln^t imjvn.ili>m. niHv-i-oloni.itism Lind rotigiouN kin^iha^im. 
Tbroi." dipcunif ntjfv ^ idoLis, Cif! iff by India's 


Todd defines the strate^ric 
necessity of developing a 
site-specific cultural politic 
that may not only challenge, 
but also contradict other 
mtidels of cultural resistance. 



Motra rX'WAn, /Vipffp J/fo firirFipFiy ^ FF^^(T^ 
by Mndiui Slnrni, a grtuip of file 
ItidLin WBimfirir lUid VV/in IVj// Cai.t tfa' T/rNl 
5fLFFir? bv T\ikiNtLiin's Sibilw Suniiir, 

all ^Liojs NpeLifiL-.itly tin thf l.iw*i .ind tr.i- 
dilitm thal ^im'tily ihf sybtKriiin.iEion of 
wiimoTi wjlhin (hr tiind.imi-ntjlist roli- 
gious and canNorvativc ninU ' of tho 
Indian sub'Ciiiilinf nt. Ko L-tuoJy^ 
di>wr\' dtViEhN, SlJx or hrlJc^ burllitlgh. ail-d 
thf punishmont of adu ItiTv by Nioning Aft' 

.imong thf highly -charged issuon diMlI 
with ill ihrNt- vsdi-ijs. Many oihfr strong 
fontribu lions by Indian fiJm nind i' id co- 
makers (Mira Nairs ltiIei' Lilly acclaimi^l 
hfd/a M^Hisi i>n India's sex -indus- 

try workers^ as tvf]l as SiJi rjfjtf 

fiftwjyff Willi fwj JCi Qar /SdFJri 

(I >^88^ by Manjir.i Dalta, ViFiei's frtPFFr 
Bd/ldpirJ (1*^871 by \'asydha joblii Lind 
Ranjan Pa lit, rXvpLi lOhanraj'NW/Jdr fJds 
h> tkti- Citif? iKm fiaa Jss 
i;(p.^3 and Vijaya Mulav's t^nfCHhii 

Hangaf <l4b7ik allesl to Ihe strong 
aiunler-eulmral tradition i4 dtuumentaiy 
practices established uilhlri ihe margins 
oi one of the ix'orld's domirumt and pimli^- 
ie film induslhcs. 

In contrast to the jtknniaJjslic dLKumentary styles ch.irac- 
teristic of itiuch ot this hidiaii work, more experimental 
modes were alsi> rx^pnwnted, th^uigh this ex|HTiinentaln,m 
did not subsume a slriFng pi>LiEual a^ntent. The inlemogation 
of Etu^ neulralitv and tnath-x alue of iraditiimal diuumenlary 
approaches is canixxi tmt in Trinh T. Minh-ba's .Sjrrpidme l/jcf 
Ciivn Name Niim (3^843 which deploys a multiplicity of repre- 
sentations in hi problemati^e and undermiiw the pow- 

erfu3, ciimm^m stereotypes ol Vietnam and Vietnamese 
women. Using .ilIots Eo recite scripted monokigues tran- 
scribed from ^ect^^ded conxersaMons wulh a number ol 
V'ietna mest^ women r Tfinli interw^eaviSi lliC'se drLimalizalions 
w'iEh archiv'Lxi footage of women in diverse situi«i: imagt^s 
friPtn folk xTilture, media reprL'sentations and ihisse irom Ihe 
resistance movement. 

I-ieiny Srour's br^fiaFid E^n- t^'^iF/ix> (]4S4li reconstructs a ver- 
skin of history that nsirc^sses women's significanl. if invisible 
role within la'^KmiTn's ongiting civ'il w*ar thrcFugli a sc-ries t>f 
flashbacks experienced by a Ntudent, Leila. Comptihed ol 
archival photographs and lilm fimtage as well as dramatic 
reconstnicHons tit ^'Hplilical events, this film also explores the 
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mynad ways in which histoncal exclusion and absence lu-cur: 
an extre^me w ide shot revtsils gmups of women tin balctmies 
dumping heav^v planters and large pots t>f Killing waier ontts 
stvldiers who are shtKiting their brothers, husbands, fathers 
and liwers Klow in the si reefs; ihk' frame gradually tilts d^iwm 
and tightens, eUminaling the women aK>ve as the image 
freezes to Kvome a black-and w Kite phtiEc^raph on a gallery 
wall, one that iscfLxU's and tmmortali/es the male stteetfighl- 
tm, in hattlt‘ .ind excludes the' wTimen's efforts in battle. 

A dix'crsitv of Canadian wpprks, with the L'ombined effect 
of represen I mg a xultural phirality, attetnpled lo redn's^s the 
absences i>f sexual and racial difference thal Lcdfl' a pad fhe 
fiir instance, khfaU's within dcimlnant. official histo- 
ries Works such as Claire Prieto's and lioger McTatr's Hipme 
lo WjoifEur ( I4H7>, Dionne Brand and Claire Prieto's O/dcf, 
5lro»x»eT, IVjSiT (14841 and ^yb'ia tLxmiEton and Claire lYieto's 
BfiTcA: .MoI^pet, Blaik npiM^’^fcr tl484) all rtwver a remarkable, 
but largely unknown history^ tpf Canada's black communities 
through interviews and lively lestimonials Ert^m older com- 
munity membt^rs. Midi t>nod era's Di^plaaed View fl4H8l 
more' explicitly explores the reconstmclion of hist^iries by x>ral 
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layenriii;; thi* lives JiiJ t'scpi'rk'nces vi ^onerations of 
lapam-st* C'ana«Jian wuirwn within her lamily. Carol Gixldof 
c^k^rator^v n<n li:?r, fjiii'yfr. Jni/hiPi Clrirf-(l4Hh)^ alM.’p andifrliom 
\be ^^t^t■n^lh o^ \ativi‘ heritage, with its pirofilt^ of five Nahve 
women disojssing their ehirsc^n carivn>. Loretta Todd*s Eaj^/e 
fimi (]4K4t dramtili/es I he Higni ticance of oral oiltu reand his- 
tory for Native Petiples, as a young athlete seeks guidaiKe 
fRrni her elders to leam the iradilional meaning and spiritual 
impi^rtance ol alhletiLSK. 

Many, many other films and videos deserve mention. 
Tracey Moffatt's videos {Nice Cohured Cirh (1^7), A Ch&nj^tff 
Taa (IWJ), .Spr^iff the WenJ (IW)), repre- 

sent and are direvtixJ towards Australia's abonginal Lummu- 
nities^ M era I a Mita's Basffcpw Point and Pufuf (1963) 

address, respectively, the struggles of Maori peoples over 
land claims and apartheid policies in New Zealand- 


N'irr Cu/nrifliTil l^intj by Triny Mlnffall 



As is no doubt i?vidt?nt here, it is 
virtu ally impossible to speak of //( 
VisiNe Colottra in {generalities. 
What emerged was a remarkable 
sense of difference within the 
sexual and racial differences that 
have marked women of colour 
working in industrialized nations, 
and women livdng and working in 
the Third World. 


Considered together, Moffattr Mita and Todd's works hud the 
potent effect of foregrounding the repetitive cycle of neo-colo- 
nial, imperialist power, underlining the ^nlUng parallel ei^cpe- 
lienees and oppression of aborigiriAl peiiples m British colo- 
nized nations of the First World, Australia, New Zealand and 
Canada. 

Strong selections from Britain attest to tlu^ diversily com- 
prising England's cultural landscape, among them: Mona 
Hatoum's^ Eyrs SFfUpfrtf tl9®8> and Mcfffmrrs of Disijrpicc (1988), 
Pratibha Farmer's Ssri Rfd (1988)^ Gurinder Chada^s I'm 
British BuL.. (19B9J and the hilarious Pfffrrf !ma^v7 fl9S8) by 
Maurcim Blackwood- Another highlight was Peng Xiaolian's 
fiarrative feature drama Wowpis Sfory (19871, originally shot 
on filmj but banned in China and therefore screened in a 
severely disintegrated r smuggled vidf?o version. Xiaolian^ in 
attendance at the screening, underlined the perceived sub^'er- 
sive quality of the film's content: the 
defiance of strict government controls on 
family planning, the challenge to girls' 
and women's traditionally subordinate 
function within the family, and the 
pi^ignant solidarity between women. 

The w'orks and discussions at in 
Visibtf Coiours implicitly demonstrated 
the myiiad, insidious forms that sexisi 
and racist ideologies will take and how 
they require a range of strategies and 
practices to be countered Like sexism, 
the manifestations of racism are spnxific 
to social structures and contexts of 
power, and are further uniquely experi- 
enced by distinct racial and cultural 
groups as they are themselves inteTsa,"t- 
ed by gender, sexual orientation, and 
class differences- The profoundly fell 
subjective investments in these social 
and cultural explorations^ as Loretta 
Todd’s "Notes on Appropriation" elo- 
quently reflects upon, further propels a 
constellation of conceptual contradic- 
tions as Lheory confronts practice. 

As is no d^uibt es-ident here, it Is vir- 
tually impassible to speak of bi Visihir Cofeurs in generalities. 
What emerged was a remarkable sense of difference within 
the sexual and racial differences that have marki.'d wc^men of 
colour working in industrialized nations, and women living 
and working in the Third World, While the realization of this 
festival depended precisely on foregrounding the shared 
experiences of oppression, sexLsm and racism liv^^ by a glob- 
al range of women, wh^t the event and the screened works 
fifially made apparent is how these realities are determined 
by specific sociaL economic, political and cultural conditions- 
The avaibbilily of training and funding, access to materials 
and equipment, and structures of distribution are all determi- 
nations that are dependant on highly specific cultural and 
economic eonlexts of produetk^n. 

J had opted to concentrate my time at the screenings, 
reflecting my certainty that the symposium would bi‘ record- 
ed and documented, whereas many of the films and videos 
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would nol bt‘ j^ujM met'd Ijler di^lributlLUi in t\iniU3i^t In Ihe 
linjl in.^lE3inct\ thi^ ur)>*.ncv of (his diMnbiilion L^nd iisihiljEv 
n>m;iinh the ft’ntrtil Wh,i( alst> einerj^rtl wjs ihe ch.ii- 

lenj;e of determining cnticjl pLirametiTs for t'A'jIuLUioii jnd 
disojssiun of Eht'St.^ worb* .ind thi^ mhge ol issut'^i ^'iiJdresM\f 
hy them. ThetTitit-il ■st^if-rene^i^ ily induced hy the r.mge 
uf bvttir> tx*gging ctin^idemEiun di reedy ornfroms common. 
wi-cfll]ed neulTnil technsail, ^.^eslhelic .md poll I it mI crilerion (of 
evjlu.iEion in j provoc.jti^e way. haie the {rnwv highlv 
complex) orittfal posithms pri>inpEe\l by (wo dtv tides of femh 
nist culliirfil prtHUiction wiEh its re\erbtTiiEiims thrt>u ghoul 
the humanities anti other fields e^f know ledge. 

The closing plenary' session of the fi-stsiai further heighE- 
etvi'd (he underlying difficulties lacing future production and 
distnhution js well as the ti^rresponding need Ei> ensiire EhaE 
this event wikuld be rejxsittd. Xot unlike the els wing sessum 
j| the Em a^itra in Preputnt mih w^herea Nicaraguan 

radical feminist suggests I he poss^ihiliEy of smidler, st^parale 
fncuerrtnis lo deal wilh mcirt^ spts,'ifit' political nt\s3s fa ''Ug- 
gestion made in light of the diffiadties thaf vast differences 
and net\ls ptised for practical prH.>blem-solving and strategy 
developments, hundreds of women rounred in disap pro vat. 
empow'ered as they were, by tho strength o( the siklidarit^' 


exptTienced quite in spite of contradiction and differenLe. 
Indrt^i, in celebraln^n of amtradiction and dilfrroneiv 

t a\fn the pfoliferation of inniiences Eoconsidern it is impossi- 
ble not to mention — if only briefly — the current legal 
quandary thal is I he unforeseen denom-ment to fi<i Vmhh* 
Cij/oN/s . Kor as sadly ironic as it is, the ct'lebratorv' outcome of 
the t^wtnaL and profits generated and alltKated to a future 
festival, have been sidelim^i by a devastating financial eon- 
flict with WiHmL^ In Fiktis (currently in ad mi nisi rati ve and 
exi-culix e turniioil as a result of this conflict), one Canada's 
oldest wtimen's resource and disiribution centres out of 
w hich /ff V'jsjh/e Cii/ewrs civfounderSj ZainLib Veryee, aivJ the 
Niationat f ilm Bixird's I orraine C han, originally iniliated and 
oTgani/tsI the event ^ 

A shorter version ol this article was originallv published in C 
(Spring 


1 r^HTettii TtsJd, “\oles oti Appurprution," PardWciL^riiflfPm" vo]. Sh, 

TUI. t 14^31. pp. 

2 A di.^Tipiu'n ot these ciintlict-^ was rect-rilly (mblishid by Nancy 

Fi.i|]ak. 'V'i^ihlv ^mtol ttx'U!*." KjFusij; (June p. !i. 


Hir DispftfOfil Vimi' by Midi ClnwJerA 
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iJprniilittr' VV^r Sftmf NVrti 
by Trinh T. Ma nh -hi 


The Subaltern Body 

A STUDY IN ETHICS. ALTERITY 
AND SU&JECT CONSTRUCTION 


It is the voice (with which 
we idertlify the of 

the person) which cornniu- 
nic^^tes (comniunicdtes 
what? oiir — neccssnrily 
bcMtitifijI — S4>ul? our 
prestige?), but the whole 
btKiy (eyes, sinile^ h^iir, 
gestxm's. clothing) w^hk h 

b ff c ^ ^ « t f f sustains witli you *1 st>rt of 

babble-,, it is the other's 
entire btKty which has been 
kn^iwn, savored, received, 
and which has displayed 
(to no real purpose) its own 
narrative, its own text, 

RoiancI Barltfces 
Empire of SiQrts 


If thf untlertiikinj^ of frmiitisE cirit-m,!, liki.' thr work ol ^inti- 
cnk>nmlismj is tu tx* desmbfd as a preject el tspp>sihonality, 
the wtirk oi Jvant-^Arde and ind^'pendenl Him and vidL*o can 
ht' rt-gardi-d simply hy ils negative' aesthctiis. Arising; fnim an 
analii^ous p^^sitiun in terms nf the way shi* is dt’^frinetl in dis- 
ceursc^ thn fifiiure of the suKiUcm woman and vanous cemfig- 
uratioiis of thr iVmalo tvidy as the dotomilnm^ ci>ndition of 
hcT rcprcscmtability, visihility and identity, an- tho cvntral 
concerns of this study Understanding that identity is never 
pure but always relatmiial and dependent itn esaerksr^ even 
pntvr n*latii>nsr recent thetirehcal formuJations in txith mateh- 
a list and psychoanalytic strains have been influential in 
brtsiking down the hilherto mutually exclusive terms of iden^ 
tity and difference — to the ptnnt ol uncvitainty, ccinlingericy 




V'ifI CpFI^ Same .Vdirp 
by T rinh T. MLnh-hA 


If thoR' exists a "discourse" 
which is i\nt a mere deptisi- 
Uiry of thin linguistic layers, 
ill! archive of structures, nt 
the testimony of a with- 
drawn Lxidy^ ami is, instead, 
the esstmtial element of a 
practice in\^tdvin^ the sum of 
unct>nscious, subjective and 
social relations in gestures 4>f 
c^mfronlation and reappri>- 
priation, destruetiiin and 
ctmstruclion — prtKiuctive 
violence, in short — it is "lit- 
erature,'" or more specifical- 
ly, the text. 

Julia Kustova 

tn Pcelic 


niuminatL^i space is not the ahso- 
lute interval. The ctinntvtion 
bc'lw een visual and tt>uch, 
betWivn rep rt^senta lion and labcir, 
remains essenliaL.. A meaningful 
woirld is a world in which there is 
the Other through the 

world of my enjitiyn’ienl btvt>mt^ 
a theme having a signification... 
The p^^ssage to the rational is mU 
a d is- ind i v i d u a I i /.a tii>n preci sel y 
because it is a language, that is, a 
respt^nse tt> the bt=^ing who in a 
face speaks to the subfect and tol- 
erates a response, that is, an ethi- 
ca I act . 

Emmanuel Levinas 
Tctslrty and fnftnfly 


and tinally, unR^dability. In response tn this of 

cm conscitiusnvjis and rcprescntalinn, contribiiHons friim 
fommist Jivd px^skolonial ^hi^tars and filmmakers have bivn 
most conx incinifv. liul the pruhihitiens of aiiti-positi%'ist 
thought such a!s the lu^gation ef yentily/si'll nind fhe evacua- 
tion of potiiical agency which have txxm useful in defining 
ditlerence and nppressH>n, al^i pn^ve aiuriler'prtpdu<.tive tts 
the aims of fhe work deMTihtxJ here. The pnnt is to find some 
Commonality bi'lwwn these oppi^sing views: vuv which pro- 
poses ihe imfHissibility of selfhood; and the other which 
insists cm a definition of and identity, not only as social 
ccmstructiori bus as pc^litical nwessity. 

Atiributions of sexual and racial difference, so often 
ignored or overemphasii-ed, are taken up in a variely of 


■^n»stagings" by four rectml films. Fora work such as Adv^mia: 
^Miinfcr is Not a .'=sfnry (Leslie Thorn I on, 19H3, USAJ w'hich 
emerges explicitly from the negative dlss.'ourst^ of the a^anl^ 
garde and an|i-Orienljlism, the negotiation of the self/other 
problematic engages a wesfern version tvf subjectivity. 
Allemaling from the purely imitative asptvts of mimicry 
\-ensimihtude, to Walter BiMijamin's idea of "magical" mime- 
sis, the film exposes the fragmentarv- nalure of idenfily and 
identificalory pnx'CSSeSr and the limits of a rationaL hbtTal 
ideology and the ‘'politically correcl'" representation. In 
Surmnn^ Vir t GlEvri Numt' Nam (Trinh T. Min- ha, USA), 
the identity /difference problematic is put forward as a prev 
cess. The compatibility of western feminism and nalii>nal 
socialism within ihe framework of politically intc^iiontd art 


ti 
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rind .lesithL^k invciitu>r bts.oni-L-s .1 qui^tk-^n; .illlu»ti^h il is iiitt 
ri sil priitrilv — iir+^rl — hiil: t>ni' tit hfbntktt" 

thv ptslpticii] i»r i-irh^hi pr^ikliitV and fht^ ar^tiitni'ss 

piilitic.ll t Vniral kt ihis pnxt^s i\ tin* priibleni o\ 

ifanslLitimi ob^*rvt^l hv Alkt* fil^lltnt^ tin- iniiiy ihiti 
dftXTns.irvH'tivt^ M*-k is that tht" m^j'-itivi- in !»wppk'mcnl which 
cotncs Ilk bv named Icminmc ealisri/ed in I he tverk oi 
di.xnn^lnjctivists such as jacques IVmd.i. The subs-equeiit 
desire tiir I he matefnai ht>dv i as a lest presem e er sifut turisJ 
ahseiit'e) as theeri/vd by lulia Kristeva. icUl tx t^ne ru^de 
e\pli>rinLi ickh reqnird tu feminine melLinchcklia and the scenar- 
i/.itiEin tit the ceileiii/LHi imlij^eiinus teiii.ik^ bedy in 
t'rifS. A Kufiii (Travev Mitt tat, 1 ^ 40 . Australia 3 

Rnallv. in Thh" i ONim Turn. 1 ^ 1 . L-SAt. 1 hippe lu 
allernatrve iv.iys et .ippreachin^^t questiens er ratiaL '^■ttial 
aiui cuJliiral dillert'nee, and disiu-nsinn'-ia *.uhit 3 ti‘rn en.i-^teme 
ni^t as 4 in I’si’rvisi.- in marji^inalitv hut ^is nne acfeunt i,ki suhn'c- 
[ii'itv, presence iind (he ^kiwin^ rtxuj^nitUkn ul narr.itienal 
^^iissibi linens. 

WiSTEKH Eti/ORIENTAL MINDi AOYHAfA 

I'he Const I tut lun Ekt an Oneiitalisl mind is epiu- ul the main 
thiTiH's et iaricaUinnK ^his attitude, the him utters a 

challenge Its prescrihcti ntitiuns ut attcnlyn tenuninilVH "cur- 
nvr repri's<^nlatiuns and idenliht Jlinn. Hstablishing the art 
histeric.il/^'anishing ^H’rs|.xstive ^’mssiispn ut the (westernl 
camera eye, the him npt'ns i^ ith a series i^t tableaux xehich 
detine its 1 . 1 SU. 1 I siruLturc*. Thi- camera framings are re^ eren- 
tial, mimumenEal .iiid histEiriEiallv marked a stem- building ei 
unmistakably iiTl|H‘ria.]ist Ji-sign and pre|HPrlupnv; thi,' stilt 
ppirtrait ef .1 1 4 th centiirx^ Chint^sc^ mandarin and his an 
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nmnisi ienl hut lelisdepic vieyv epI .1 planel. SucL'essix i-ly, this 
stable and LTiherenI view and pesitipin ut mastery is attnrmxh 
disruptixi, above all renderc'd visible: the eptical jxmetr.itiun 
Ekt thel hinesc* mu pie lhri>ugh close- up and sntermiltent tl.ish 
trami's (liti'rally e^^xpssng I he LsJitiiig prEs i-ss ihnpugh thi* him 
stixkS expi>sure tu light); the mtpvie camera is llltiM uncere- 
muniskiisly trum the trip^xij whisking away leith it the image 
Ell the impressivedeekLiig building, the picture e>I the 
E»hser\‘i'd planet iH-giiis te ^vvihuI to and tro. su tipis t to the 
scrutini/ing, tickle lens ul western science Thus, (ruth 
biXE»mL*s ri-lalinnal lo kmn^ledge oE the iihjt*it and Ehe limita- 
Eioiis liitien-nt in each ^ubjtst pxpsitiEPn and its iiisesH^irv si-htti- 
tiiity. Fur Ihi^ white ivnmen ornamenh'd in iViimtal gear 
(played by I he filmmaker, Thornlunh the ilixonit'ort nt the 
ITU me is feveak-d bv a i.|uii k cutaway to the same vvoim-n. 
sealis.1 ans,l n^fsisitionixl m the trame. this tune hare ipE maki,^- 
Eip and ptmellerx' This gt'sEure alsti acknowkMges a wi^stem 
^XTOgative (ur rather, ctim pulsion) and its tin mitigating desire 
lor Ehb- other, resulting in a E^rass sort ul miitmrv, a nTiMiPii- 
cemx^ mimesis. 

Although the film is in some ways .itHiut the limits of rejv 
resent.ibilily, Ai/yinda concerns ilsell with iiiEnre than an .id of 
w riting ■“under erasure." nupre than a simple oriLheslfiT lion ot 
tVientalisl miitifs and their iwerturn mg thitsnfe Ihe domain 
lit epistemuksgical models that ineviEably err .ig.ilnst I he Kx.iy 
and mtiP negativity, there nsidt-s nLinseiisUEPU^ knitw ledge. 
Taking up thi-si'' ||;xpi%x^rful ti^'tiEpns. Ihe film n.'^'i,'ls in lalse^ pru- 
ieE. lukns ut the lapanese garden, hi/arre f luid I ritiiaL Ehe 
t hinesc* Siitiii sKeiw. Elii-sr^ diliereriE Asian terms Lullide as a 
Lti^nstrucled kind i>l Kibble within a wesleni trameii'ork EPt 
coU>mahst niislaigia anki phankisy; eiiempli tying what Allen 
Weiss has described as .1 clash ot "'different sy mho lie sys- 
lems/' UTitings aK^ut the F-:un>.\niercian con^ 
lextuahyation of ritual sktixI i>bii.\ts trurn the 
llrird U'urld as "art ' m the T.ins exhibition 



.Vliryicji’iis ifr k Tcfn\ he argues; 

t^Xir mantel uf detached .1 esthetic ci>niem- 
platiun belies theorigin.il ctmipkw situated- 
ness of these foreign ritual uh]i‘Cls whose 
efficacy did kiepenii ii|Tiori iiroloui'Ed — and 
mosi iTt'ien exclussonary — iniiiat^iry sys- 
tems. We disci^N'er here prcxist^h ihe [hcx>- 
reticiil ^xpint i>l .irtiiulatiLin between nol S4> 
muih kliftiTent '“VVorld**.'“ hut rather ditk-r- 
ent symKolic systems, As pustmuKiernist 
cniicism insists, the crilic.il ptTini is the 
hinge bt'h^'i'en local and iini\'erstil or .it 
least iiniversali/ing — svsti,»ms. .Already, 
the notions of '"Linti-aesthellc*' ur "anti- 
tkxlipus" (radical, CEPiTlt^slE pry. and dk-^tahil- 
ising as thi.'y may he) are hut Uxal systerns 
Epf fhuught within uur larger, but still kxal, 
system of ixumenical prelensions.C47J 

fomhining efhical principle with aesthetic 
regard, the piiinl raisi^s impiiprtant issues fur 
inlercu Itural comm unicatiiTn . In Ciavalri 
Spii ak's n^hixiri/atiEpn Eit the rn^gativv ivi-sterti 
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inn(,tnicii()rt nt Hindi vommuiictlism .iiui thi* ft'm.ilu subfit'l in 
C.in th** Saikiltrrn Spi’.ik?" nht* remarks on I hi- »ri[ t!-h miii- 
<tion.irv .ittituJc tti "whilo men Mvin;; hnmn women from 
bnvwn men. (12t) In her sludy, the i-ubii I tern's- inlenenlion 
rx-sults in her demisi’- (he youn|; reviilufiorMry wiimjrt com- 
mits suicuk- wlu-n she is menstnulin); so th.il the ,iction can- 
not he re.id bv her comm unity .is ihe compulsive .ict of j 
pret-n.int unnumed woman Allhouph the -isserliort of suKiU 
tern agency guard nK-c's her destruction (with the double neg- 
ative i-qualling ,i |Hisitive identilyi, the terms here are at least 
reUvali/i-d to the subaltern sphere. In Aifyiwta, the recourse it> 
a re-enchaTitment of lapanese g.irdens (the camera's blurred 
ftKus implying pn-- histone vision and sc-nsiious attachments) 
and Our fantasies, is bul one admission of the terms of west- 
cm visitin. i'hinese tootbinding, evoked through the skittish 
pantomime of a pair of women's hands and the frantic si itch- 
ing Of a shoe-, is presc-nled theatrically ihrough the prosceni- 
um framing of (he setpiece. Xeither aesthetisi/ed nor 
rcsliicible to an .inti-aesthetic, the minu- itself announces Iht- 
alterllv ot silence and negativity Though uiuerbaJijtcd and 
without dialogue, this highly vtM.’ali/’ed account evemplifies 
through distigurement and an ethnically-inscribed w ound ihi- 


aiiistive power ol the muffled, sentenced iein.iEe bodv. Still, 
the ‘ impossibility" implied bv its t*ret k title, ,AW/(f, is a 
measure of the mimeticValteric relation that .issumes a 
(com t|.\issic!inate, ntit kni>wli\igeahle, rt-gard tor the other Hut 
like a Hash," the moment of cohi-rencc- bi-twcvn the subjtvied 
KkIv and the specla tor's own is but limili-J to tlashc-s, 

THE SUBJECT ON TRtAlt 
SUKNAMC VItT GIVEN NAME NAM 

Memory, it has been s,iid, is the only kind of metaphysics 
possible tor ffiosltin-xlernity and the ageot anti-positivism. It 
is alni Ihrough memorii-s that, aci-ording to Freud, the libido 
is aithectc-d to the object <21 n! Using as a starling point, 
Annetti- Michelson's arndysis ot the mourning ot the leader in 
D/ig.i Vertov's Thm SnnyK h>| fj wui, and the "process of his- 
lorui/'alioii which transforms dixunient into monument,” 
(.^S) r would like to evamine the ways in which the sl.ite is 
similarly memorialised in SV'CN.V f ike the Sn iel lem,ile 
mourners belonging to various ethnic groujw portravt^{ in the 
I j-nin film, \ letnaniesc- American ivomen carrv this rc-spoiist- 
hility since, as Michelsun clearly spells out, "the ivork of 
mourning is women s w'otk. ' (\Vi Her argument hnusc-s on 

sirnrawii' V'lrt toerif .Vaitif \„Hi hy Trinh T, Minh-hJ 
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miidrrnKt reinvciilinn^ of L int‘rnj.tiL oplic.il mkIi iI*- 

slow iinck rfvtTsc ntotinM, LH>pin^ iiiid i.'^peiLijlly ihv frtv- 
ir.imL* in providing th<^ photu^;r«iph-likr ^Lil’LL‘■tlL: icon' ot 
l.trniin essL»riM.iJ to ihv acknowlt^dgt'mvnt ut 
niiJiirtiiri^ ^nd thv Lii^ht.illjtion of .1 SNubstiluti?. VVhiSo wmr of 
sht'Nt" cfftvls JTi." in Tfinh\ til ms, t'lhtT strLTili.‘^iL*5i iin? 

usitJ th.it jrv moro indtaiiivc of ii prr.fmodrfnist dispisilkui. 
Alwv the ErrtlieLil pn^j^rL^ which MichoE^on ch^rti^ltn/i'J u\ 
Vertov wiTtk js a shitt from the magirjl to the epislem^jUi^i- 
c.i] function is sij^n.itlv^l bv .mother shitt w hich E shjil ^ptN-uiLi- 
tiM'-iy c.if] the elhK\tl. Mtisl oi the lilin's strritcgK"^ involve j 
cnficiue of the epistctnolo^i^ic.il obsession for the objt^t and 
w'hsk' fmstr.itm^ the desire- for kno^cledg^e, they promote the 
idej of .lesthi'tie ehokv tnot as a w'lny of prt^-rv in^ the imid’ 
erni^t in fHislmodernihni hut I . 1 ?^ both .itithorul inscription 
and .IS ii problematic of the o^i'icvliiity oi dctcumentary .ind 
the subtt'ctivity of the spi'datori4l situation. 

boremojHt in SVGNN is its cnlique^it Vietnamese^ siKialihni 
from a feminist f>ers^H\ tive. The imputed iLiilure oi the inle- 
^r.itkon of the female pmlelariat into state diMrour^' htnj;es on 
the evistin^ terms of her rel.ifion to natiima.1 identity. 
Siructurally. nothin;^ has chanj^ed for the woman under 
sttcjalism Instead of htHn^ married into the patrihneal family 
in accordance with Contucian dth trine, she is instead vveddi^ 
lo the stale {hence, the film's litle. referring to the name ot 
South Asian origin ivhieh was cht^m b) national separatists 
iivho, in the interim betwi,i.’n hreiiLh colonialism and the U.S 
invasion, siiughi to stiver its tit^ to China.} Internationa I tv 
nmtt'stv^S, an understanding of the ivational identity ol Viet 
N.im IS larionslv translated by several women throughout 
ihe film This process is not inimiine to the iran-sliteritive slip- 
pagi-s and adjuslments that ixeur when many diflerent sub- 
pxls with their owm ysiiiiculari/LsJ histones take piirt in such 
a n-vonstniclive pnixess. As Trlnh puts it. ‘'Translatit>r, like 
ideiility. is a question of grafting several cultures onto a single 
bi,ii3y “ (h May net The interviews were originally conducttM 
in bv Mai Thu Van w^hop as a second -generation exile, 
L'ame fn^m France^ to Viet Nam specifically for that purpose. 
Pubiishtxl in 1*W2 as Viehiinn 101 ttvr, thebiwik w^as 

discuverevl a feW"^ years later by Trinh, who translated por- 
tions which were m-enacttxl in 1^7 with Vietnamese w^omen 
living in norlhern California. The film itself was complehxi in 
In 'The Task of the Translalor," Benjamin writes I hat 
”no translation wxnild tH‘ ptissible it in its ulliniLite essence* it 
strove for likeness to the onginal." (73 StilL theti-st 

for Ihe i.3riginal {aiui the tr. instated copy) is its transUitabitity. 
(70} Challenging ideas of western leftism lespecially anti- 
Vietnam wMr sentiments I about stKialism and their prt^umed 
coincidence with, the aims of feminism, the explicit demand 
for a refortnulation of ntiHonaS identity with regard to gender 
forma I ion seems lo stretch the western idealist frame. 

1 wish to hxus on ihe staged interx^iews in the first part ol 
the fdm and, as guided by the film's structure, counterptise 
them w’llh the* ‘'real'' inteniew^s of the latter part as a w^ay of 
explicating this shift from epistemolugy tu ethics. 
Pemonst rating .1 postmodernist attitude loward the subject, 
the film's aesthetic strategii.'^ strive for neither a likeness to 
nor the essence of the onginal interviews. DtaimsJ of the emiv 
tional intent and spontaneity of a natural conversation (never 


iorgetting, Trinh reminds us, just hi>w tactical spixx’h really 
isi, the talk*- Enike the iutm ol a strangely impersonal px'rsonal 
testimony VVdhin the const raiiils ol d liferent cultural envi- 
rtmments, howexer, each pcT*a»nal memory Kvumes acutely 
historical or i^rticular to the conditions of both the event (the 
onginal wen If .ind IhL- memory tits ret*nactmentJ. Marked by 
the duration ol real time, I he long takes plainly invoke the 
duress invc^t\L‘d m btith identity forma I mn and the melan- 
i, holse reminlhceiice ot stately i.iilure — the burden of 
women s ivork. The ''t>bsassi\'e rehearsal... repii.*tihon, decelcr- 
atk>n, distension, am^st. releast^ and lixalion" described 
bv VtichelMUi which character! /es thx* work oi mourning nu 
limger repri'si.’nt, here, the textual effects of a miHiemist ges- 
ture. Kather, as symptoms, thev const itute a variety of sub- 
jtx.t-cffix'ts and the inierpelLatk^n of ihe subaltern piwition as a 
partial and tragmmled prixess. The transcriptions of the 
interview's tniono3ogues> as tnisiti'eii text, di tiering tro'm the 
hpiken ^I'ersiiKn, emphasi/e the dismx^xancy k-twex^n a reader- 
3v anwl wrllerlv distt^urst*, the difference befwxxm interpreta^ 
lion and experience. Unconventnmal trammg choices and 
Lamera movements such as unmofivaltxj liose-ups. pans and 
do]l\ s lIltoss the surface ol their txsJies quesb^m not so much 
(heir slatu*- a*- subjective personalities but iheir usually 
intended roles as objefts ot an objective discourse. 
Inter Vein tig stH.tLons of the film such as archixal tixilage and 
ptiotographs have certain areas of Ihe trame masktxl mi thal, 
moments later, the Initial training choice is pul into question, 
or In a relational positnm to Ihe rt^l of the image. The evoca- 
tion ot kiiMi VtTjj (Tfjf Tak of Ka-wl, a I'^lb century national 
epic tx,H*m. tfn^ interpretation of w^hich changes through time 
and assiiults the formatiEin of national identity, underscores 
this relational undersiandmg. As Marina tieung explains, 
'“Hairing the Vii^tnam war and its aftermath, her story was 
often mad as epic alk'gory, si> that she successively symbol- 
ized the deniinaatiiin of feudalism, the oppit'ssion under feu- 
dalism, ri'sisiLince lo American colonialism and. most nvent- 
Iv, the exile of the Vii-tnaini-si' from their homeland."' (8} Also 
marking the cinematic prixess and the j:>ass.ige of historical 
time, bufier-8 footage of w'omen jx^rforming a Vietnamese 
tolk datkv Is blown up to the Ifimm gauge, ivith particles of 
dust on the image's surface remaining. I“he footage is optical- 
ly printed in ways that accelerate, decelerate and free/e the 
ai. lion. Wearing full Iradllional drt*ss and carry ing the burden 
of Iradtfitin. the sukiltern position is then reversed in Ihe lat- 
ter part of the film, w'here a cnintempirary image E^f the mod- 
ern, that is (Vietnamese-) American woman emerges. 
I hiwexer, the image is no longer naive, no longer inxesled in 
the same transparent fmths of rtewsrxx‘ls and the diKrumen- 
tary. (^Ui'StiEining its relationship to the real, though still solic- 
iting a spectator given over to absorption, thi*se passages 
demand an involved critical vii.-w ing, but on ethical lerms. 

Basi-d on difference^ no! identity, Trinh’ s conception of 
subaltern subjtx tivity is derived from both Buddhist philoso- 
phv and French piststructurallsm. While she is one of her 
own best commentaiors. I w^ish to highlight that aspx't shared 
bv manv thixirists w^ho advocate an inclusive practice, but one 
w'hich still insists tin the spxificilies of radal, cultural, sexual, 
class and gender difference and their particular piints t^f 
emphasis at ditlerc'nl times. "In the complex reality of post- 
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ailiT^nuililyr" I titih wrik^s^ ''li is ihvroltsft" vit^il assumi." tone's 
riiijk.i] '’mipxirity" ,ird lii the mvessity spe.ikiiift 

In^m 4 hybrid pljce, lu^nee vi siyin^ Jl lejsl thnu' Ihinps 
U ii timt.v"’ (7 MlIvou^ E\teiides.J to the ^■st^lirtcs and aesthetics 
nf redd king, niAv him- knls will l.m13 up^m diftVrence js d w.iy 
oif nej^iitidtih^ d reiiEiydbU' ^ubjt*ct ptssilion wiEhin disctmrsiv 
Applied to I he vdruTys,ly intcTpelbled, ErarkHlaE^LsJ Niitwllem 
hiKiy. the nk^%i ki^r dn Jllenlk e, i-EhicAlIy-inhirmiHi specy h>ri- 
dl prdctice is thaE much mun- criticdi. In Eh is sense, .1 ei^nsider- 
dHun ut the identtly /difkTence prti'blemdEke dtid its ri'ldtion to 
spectdEundl specitidty dnd EevEiid] phvisure is just be^inninj^. 

THE MATERNAL fiODT: NIGHT CffJfS 

In IXTrictd's iriEKjue of Tvestem meldphvsicsj trope!^ of I he 
body pUn rt crucij] mk- in opening the te^t to .1 readerly 
rtsponsc*. WnEing dnnind the s^ime periehd^ Kristev^'s nt^ion 
of ihe semLt^tic chord ds j c.ipdcity thfil exists tn^fore and 
dlipngsiiie Ehe timctioning of syrnKpric Lingu.ige rein% igi>iriltes 
the concept of the SLth^x l Since the l.itent st^miEPtic rndtenal is 
physifjlly nidTiitestt,\i on the le^'fl tpl the the one link I 

uxiuld ]ike ii'y emphdSL/e is this p^TVdsi^'e KkJv. dlw ivii femi- 
nine .ind hiiuntinglv mdterndE En Ni^^hi Cnt^, the retdtions 
helw'een the mitlher dnd ddughler, the n hite KhIv dnd I he 
black tHjdVj Hire "sceri.iri^ed'" in various ways. A series <pf 


frames illiiminaEe ihe persona f, cullnr. 1 l and pt^r forma five 
dimensiiPiis oi siibaltem experience through the carefiillv 
w rough I misE'-i’Pj-SiVfPE\ dccenl Uiiti'd lighiing and t>Ehor visual 
codi-s. Hill these* ditten-nt Eextun-s come to Jssume a consis- 
tentn uniform tEiiie, om.^ characteristic of neuriPEie melancholia. 
Different fri>m the mourning oE Ehe sEalo's failure in SV'CAi'M, 
this melancholid is peculidr to ifn- mother /daughter reldtion. 

Like Knstevd's conception of the split sub|ect {on inaL cjp 
pnxesL Derrida ptses dp/fcrcFicr ds a proct^ss. not a "'Eruer" 
me.ining. Offenng Eerms such as the supplement, trace, blank, 
lold and Ehe hymen as momentary', slippery' inlerv^entiuns, his 
theory ol disseminatupn ruE?s agjinsi the grain of solid, dili- 
gent hermeneiilicdl understanding. A reinvention of riaEt>'s 
Eiriginal idea of mimesis as Erulh. such an accounE .ickiukwl- 
ixlges the ways in winch Ihe space helw^een time-hornmrtsj 
opposi lions such as synEax and semantics and other dualisms 
bt-gins lo signify, hy "‘marking the arlicu]akx.i opening of that 
opptssition /- t222) f lu- of the hymen as thaE slanding 

“he I ween the inside and the outside of a wotnan,'“ 1213) 
betwirn the womb uind the world, ixx’Einfi gores the force of 
the operdtiiHi tor tX rrida. C'aughl between desire and plea- 
sure EfuLfi Ilmen E>, the perceptu.il play Eif the hymen frustr.ites 
oppi>siEions by disliHlging them irom thdr privileged posi- 
tions. Although pt^ilion(,"d tn pri*sert'e the dtstincEion id the 
inside and outsidi*, and ti> maintain that separation, ihe 
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hvTnen rtlM* ,ifid the commingling ol fluids. As 

M.iyrh-* obwr\es, ''ib vcr>^ utymc'^k>py denok-s U>lh union dnJ 
separalion."^ (45 Mjyre nv^vs the suppression of the 

homi^sciiuai/homirtetludl possibilities in the hymen's struc- 
ture of a double pUy- This kind of elistm which hdd chjr.aLier- 
ized the ihetirizatson of m^isculine subjectivity and is main- 
tained with khstev'j's thoughts on her own matherhtK>d in 
^'Sabat Materr reconfigured by the Irigarayan project of 
female ht>m(itikisexuahty- Without recourse to transvestism 
(Mulveyl or maseguerade (Mary Ann Doane), Irigaray draw's 
on this primal connection between women, and specifically 
between daughter and mother. The female desire for the 
matema] body is complicak^d in Nigftf Cries Ihn^iigh the Jis* 
pUicemenf of the biological black mother for the (infertile) 
white mother, and further elaboraied ihrough the ctimplex of 
melancholia that suffuirtrs the film's sctmari/^tion of k»ss and 
the imputed hysleria of the female subaltern. 

The themalization of maternal separation and union in the 
film is one in which its deliberately ariiflcial construction 
underscores the violence of I hat pnscess. More then a (primal) 
scene, it is a (multiple) scenarization of disparate^ conflictual, 
finally destructive dements. On an isi^Liled Australian home- 
slead, a middle-aged Aboriginal woman cares for her dying, 
adoptive white mother with barely contained rage. In the 
ironic reversal of the maternal (mother/ infant) and paternal 
(w^hile ai^loni/er/Abi^rigine) functions, she feeds and cleans 
the old woman, washes her ckathes, whet^ls her to the out- 
house and watches over her disturbed sleep. The film nar- 
ralcs this (s/miothering process with great acuity^ with the 
mother finally tKt^pying I he pUci.^ of radical interior/exteri- 
ority. 

Displayed as the monstrous offspring of colonialism and 
genocide, the white irn>l her/ black daughter coupling engen- 
dered by forci%l assimilatiim policies in Aui^traha during thc 
19543s and l^>s typify a relationship i>f "cruelty and destruc- 
tion" that is the endpoini of rational discourse. (253 
flofkheimer/ Adorno) Here, (he maiemal register is shortdr- 
cuited in one operatic sw^eep, suggesting the mother's ulti- 
mate inferlility and the uncertainty of civilizing primitive 
nature (ihe taming of the wild night's cries). The artificially 
cc^nceived and d is /inseminated project, like the copy without 
an original, is denied the sense of a procreative spirit or origi- 
nal inspiration, the nature of natural conception. The use of 
p^wt^synchronous sinund demonstrates the artifice involved in 
its reconstruction and the interruption necessary for poNlical 
and aesthetic intervention and change. On the precipice of 
nature and dvilizalion, the homestead setting supplies a myr^ 
iad of sounds ihat connote the dO'mestic (the creak of the 
porch door) and Ihe wild (simohaiHMUsly jungle and desert). 
Cradually> drumming sciunds and the call of the w'ild, alter- 
nately animal and human-semnding, come to overtake the 
stTundtrack. By the film's climax, different visual and discur- 
sive levels including the child hi kkI memory /re-enactmenf 
and the Aboriginal Christian singer's performance, come to 

sutured inlo tive main narrative frame. This prtKess is then 
broken by the off-si"reen sound of a temble thunderixilt. The 
sononc qualities of the drums and cries ev'oke Ceremony, ritu- 
al and death, not to mention the libidinal economy associated 
with narrational stralegu^, ^'specially on ihe level i>f si^und. 


The drum is conirasted with Ihe sterility of oxygen tubes, the 
putrid exhiilatirm of old, while breath and ihe terror of a new- 
born's cry and its miscoticeivxsj Nrth. Wiih regard io specta- 
torship and narrational processes, the film's climax and 
dem^Liement facilitate a kind of release and recondliahon fur 
the vieW'eT. The s|'ellbinding suturing effect (which occurs on 
the level of stmnd and is eharaeteristically broken by the 
thunderstisrm}, proves enabling to a subaltern conscitmsness 
in a process ntil unlike the construcled cause-and-effect sce- 
nario demrihtxi by Spivak. The sp»ecifically textual effects of 
the film's visual and aural elements are enct>ded on the spec- 
tatorial binly in ways that define the centrality and marginali- 
ty ut subaltc^ discoursev lx>th its tragic and pleasurable ele- 
ments. 

Finally, ihe subaltern figure in Crirn embtidies A fig- 
ure of loss, thc^ melanchi>lic btidy of the female indigene. The 
daughter's mourning of her mothers death, though asscKiat- 
ed with object -loss, is als^j culturally ascribed as the legacy of 
colonialLsm and the tenitonalixation of the native Uidy. With 
respect to Irigaray's rereading of Freud's mate economy in his 
account in '^Mourning and Melancholia'’ according to the 
woman-to-woman and specifically mot ht'f /daughter cimnec- 
tion, ihe passivity and love/ hate relation that characleri/ed 
the melancholic little girl's relationship to her mother is also 
extendable to a racially subaltern piwition and the mindset of 
the colonized. Irigaray describes the low this way: 

I The I devaluation of the mother accompanies or follows 
on the dex aluation of the little gitl's own sex <.>rgan. Thus 
in her case the a=^lationship to the (k^t) object is not simple 
but ciimplicated by ci^nflict and ambivalence that remain 
unconscious... that no language, no system of representa- 
tions will replace, or assist.., Which may result in their 
being ''remembered^ in the form of '“somatic affections 
that are charai’leristic of melanchi.>lia? And also, of course, 
of hystena 

(Juile literally, it isonJy during sleep, and death, that the nar- 
rative of the daughter in Ntyhl Crtes is released to other dis- 
cursive le%'els. Taking the form of phantasy and (rear screen) 
preijectii>n, the mj-v-c^r-sccFic of the Him recalls or "remembers'' 
both its historical antiwdents and ihe cinemalic ones, 
the first colour Him pixxluced in Au-htralia, is variously quot- 
ed and rt‘staged in this reappropriation of the "tragic mulat- 
to" scenario. The lillle Aboriginal girL easily corruptible to 
native ways in explicitly sexual terms (the Atxmginai boys 
whom she plays with by the beach denoting this ihrealk 
becomes reattached to the while mother. Doing 5o displaces 
her ethnic Abi^rtginal origin and her developmental sexual 
identity onto Ihe overburdened pii?.ition of the mother. Only 
through the mother's death is il perceix'ed that the daughter, 
now middLc'^aged (implying both fecund ily and menopause), 
is able to function autom^mously. extricaled from daughlerly 
obligation. 

AN ETHICAi REGARD: TWO LiiS 

How w'ould one begin to speak about ethics in mxr position Af* 
spectators of cinema? It would seem thal in a modem concep- 
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Tk'd fjw by Pam Tom 


tit>n ijf Jhe tvTm, -elhio^ be appn^'d W* epi^itemolo^v 

ifld polilics. Ill hij4 recent tfllkn "'Cultyfii] Power and ihe 
Struggle ioT H^emony'' tOctobi-r Stujrl Mail spijke 
behatj’ of ethics and the nt-vd for such a systnw of ideas. In 
this perickd where thct'pties of cul rural disciourse seem morally 
evacuated, wilKi^d and lacking:; the Instrumenlality niLHsled 
for pi)litica| chanp^e, he arp>ues for a reinvention of the subject 
basiHi on an ethical system. [Afferent from an oppttsitional 
practice which pisils Jhe hegemonic hi>ld of the enemy as the 
precondition for intervenlion, ethics provides a different 
rationale for intervening — si^me wlid ground. In Hall's ver- 
sii>n, an cHihical system offers a double to t^i.sk'mology^ but is 
deadedly poliEical in character and pulrp^lst^ Still, the concept 
hon is lacking in definition (due in no small fwrt to the fact 
eKje ii is neiAi' and still in ft>rmu1aitioTi). The clearest example 
he provides is the one of choice as an assertion of ethical 
belief He asks, "'What is iht.* terrain <.in which I am trying to 
make a difference?'". Hall puts the question to caldfied leftisl 
thought and I he insistent us /them bifurcatiim, instead of ihe 
fE>ririulalion of a strategic ethics of political practice. Again, 
the persisieni binarism of s^Kiai structures incapacitate^ the 
inferii^r relation of the subaltern as a potential agent of soaal 
discourse. 

Civ'en this urgent ptHitical need. F-mitianuc] Le\inas is an 
enigmatic figure, whose thtH>rir*s of i>lherness seem to defy 
Wi'stem metaphysics, phenomentilogv' and anti -humanist dis- 
course al each turn. In proposing an ethics of allerity, Levinas 
insists upon the renunciation of self as a precondition to sub- 
jectivity. Bailed on the utmr^t exteriority, excess, itifinity and 
activity (meaning the subfecTs passivity) of the other, his ihe- 


ory' envisions a turn from logos to my thus, epislemokigy to 
ethicSj the true lo the gix>d — or rathiT a repnoritizing of the 
lerm.s. Affirming the limits of a mt>dem one's iibliga^ 

titsn and responsibility to the either prov idle's the basis for sub- 
jectivity, is indetd dependenE uptin if. The priori Ey remains 
with the other. For Levinas, writes Elizabeth Grosz, "Alterity 
is always prior to idenEity and the binary divisiEins between 
subject and object."' (37) Through shared themes of saciilice, 
Umnas offers Ihe figures of the kvstage and the mother as 
those bearing the unconditional response and lesp^msibility 
for the other. 

FtKusing on the idea of s'ision and visualization. 1 would 
like to Ifame my discussion of Tu^'n Lies around the 
redoubtable maternal figure, whose alleric relation to the 
Ejaughter reinvigorates the subaltern body, gives it copcpreal 
affect and weight, and affirms its irremediable otherness, Sv 
speaking its name, ' rw'o lies/' the daughter, w^hipse sub^x-tivi- 
ly is ptisitumed as a pos^jjbility throughout the film, comes 
into identity through difference (sot apart from her mother 
but also the s<ime), and an ethical basis for understanding her 
subaltern pisitiim 

The btxJy, the "'unsignifiable'" and body- repix,'^- 

i^ents for many thtxirists the unsaid and unsayable. But I 
w^ould like to Argue that it is only through the female btidy 
and itw body of the text that the repressed material is enunci- 
ated. Ketumlng ttP Riisteva, recall that she pnvileges the poet- 
ic text and its d^.-parturc^s from lexical rules and slrii'lun^ as a 
measure o( its revolutionary potential. These grammatical 
deviations and syntactical play depend upon the body. 
Semiotic processes are registered through elcMrulion and its 


clfl#JLCTl^N i4/f| 


Jl jrtk'uljhonH so that nis inattrr huiv mtitflt'd .and 
pariial thi- mi^aninj^ w quiU' L'kar. a danj^vf in i-JtfHj*- 

the insufficient^ tti symbnlk l.inguji^c, llw KhIv apptvUs 
to mimetic, sensuous and stymie itic pnwessc's that an? enci-s- 
sive of symbulic order. In I he most pnKluclive appnvach to 
the tmer^orKe uf tht^ btjdy, we can say that the defiflitnTn ol 
lanj^uage II self is expanded- 

In Thxt ibe bt^iy bmlh narrales the avaiLahle pcHsitions 
(naive, knowing, fa lien k and is itself narraled by a master 
narrative. Thrtv characters in the film repaint the ptvysiMe 
positions of the inntKent tnuly tl-siher, the voun^t^t daugh- 
terJ, the kniiwksi^eabte KnJy (Meir the olJet daughter?, and 
I he corrupted tXHlv (t>i>ris, the mot her I . The ston^ of ihi,"^' 
three diffeamt bt^lieSr muklelkxi im the Ci>nflicl struelure of 
wi^slern narrativ e, may bt^ a iewe^l as the pti^bk-m of grafting 
I he naira tional possibilities of >i‘parate enfitk*s onto the k^dy 
of one filmic text- Put one other subjective presence animah^ 
the film, that of the author and thn- pi>lilics of cultural identity. 
More than the other thre't' films in which authorial inttruton is 
more ambiguoiislv pi^sitioiu-d with regard to suhaltem sub- 
jectivity. identity is assuTntxJ, a ^irferj. The mother, functioning 
negatively in this regard, apa^icmls the (nondidentity of the 
Asian Amefiean Wi^man. On naira live terms, the eyelid oper^ 
ation the divorced mother undergiws iv^ make herscif rm^re 
app&'aling to white men is pet^xivisi as a denial I he refusal of 
rai.ial difference. But on an ethical level, her actions may bo 
read as a kind oi sacrilictv 

In Spivak's trisav', "Can the Subaltern SpLSik?'^ thv^ female 
protagiPnist lake's her life under sun i tar circumstances ol an 
ethical ehi^irt’. Ttio ino*ther's ethical di\isi<.m rn the lilm is to 
fulfill ht'r gender ri>lep noi her maternal one This ensua's tlu‘ 
daughter's renunciation of the motht^, the daughter^ arrival 
into subkxilHM!id. and the final reasneiliation. This change is 
presenled in & prtH’oss ol visualisatkm in the film. 
Throughout, the mothir is prestmtisJ vvilhi^ul sight, wearing 
bandages across hi'r eyes. Still. I he gauged, ^^rlially obscured 
ga/e when she gret'ls her daughters and reveals the operaliem 
is fri>m her p<.nnt t>f view. The Iw'o girls stare into her ex'es. 
which iKcupii's the position of the camera. In this sense, the' 
mother repn-senls vision and ntm- vision. This critical look is 
retumevi hv Mvi after her mother reveals her wxiundi.xi eye's. 
In the last shot of the film, Mei readjusts the rearvhew car mir- 
ror. C hanging I he focus from whuit w^as a view ot her mother 
sleeping in the KicLsi'at to herseih now ixcTjpying the driv- 
er's seat and not coinddentally ihe ps'tsition of Ihe camera. 
Mei Ks’omi^ the beholder of vision “ but no li^s beholden to 
the mother. The linal shot, extended in time Hy a free/e- 
frame. prtw ides a lo«»k uf unmistakable self-rvs:ognition. bil- 
lers w'eet in its know ledge of a realized and defined subieclivi- 
tv, but alscp deferred lo the other w hose alterity is irrefutable. 

For U'vinas. one s proximity to the face of the othtT and its 
undeniable Lvllrritv is both humbling and enabling for sell- 
hi>od. He w^riies, 'TVe can speak of vTijisyment or of sensation, 
in the domain o\ vision and audition, when one has seen or 
heard much. ^vnU the ubjext revealed by the experiences is 
stt-H'ped in the en^wment — or suffering — of pure sensa- 
tion." (I ST? This pnxv'ss of subjectivity, its effacement and the 
effects ol the levl upim the bixly offers a compelling m<hJi‘l 
for speclalorship, particularly w'ith regard lo the ever- fluctu- 


ating subaltern (.Msition w^hich is sometimes centrally placed, 
but more oflen not. It speaks to the pleaj^ures. st^metimes 
paintui pleasures of watching cinema, and those' lleeiing 
mt^menls of coherence. 

Many thanks to Richard Allen. Allen Weiss. Michael Taussig 
and tVomcpi Muib' McJt'ie's. 
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Dorothy Arzner's 
Dance Girl, Dance 

REGENDERING THE MALE GAZE 


In recent yciirs Dt^rnthy 
Ar/ner's Dance, Girl. Dance 
hns attained the status 
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of a feminist cult film, a classic 

InKhU wilh uniid#nlifli^il 

l lollyvwKxj text that manages 


manages to be "progressive" 
in going against the grain of a 
system in which the suppres- 
sion of the discourse of tlie 
woman is normally a gi\'en, ' 


Concerning the relationship of ihi iwn mam iem.il i* 

charge jn .is pi ring Uillerinj (Miiurcvn O'Fiijr.i) jnd .1 
% LimpLsh byrli.'st|T.K-4Uivn (Lucilft^ MoFly H.1^kt ll wriU's. 

Af/ntT aiplurL^s wtlh ptvulidr ^tirce iKi^ rtMli- 

ly indrpt^nJt^ritly ind in (htnr rtddtitin^hjp as 

rcHsmniaU^ dnd rivals" (U7). com men* m.iirk.H ttnv 

I he slrrngrh sefMrjdng flufirtY. Grri. Daftcf iretm it?, cnviTl 
''riTTiiiki.'/' but it fnlljy slvorl in jddfL'ssing 

the (ilm's ^ingulfir pivsiiion nt^t onlv ,imnng cLi^sic 


« ^ rt i iiC IICPH i«/ii iffi fi 




HtilU'WiKid lilm le\rs hut uilKm Ar/TH.Vs^Knjvrt* js we\], 

Cljirt‘ John^lun ironies in identilysiig I ho spoth^l 

cl Jim ol rhtnr, Crri. l\tna' yptm tcmiiii^l cnEicism with the 
ohM-rx'JEiurt lh.it "it i> mily in this ^i]ITll ilul Ar/ror 
the t]UofKlinn ot wum.in Js spoctiiirk’' in pjlrijrt:hy''NllJ 
Kenrinist tilm cnlicism hjs ropoJti-dly jr^ueJ IhJt cIlI^sic 
t |[iI 3 vw’ihkI iririJoiTia n‘t|ijifc> its w'omon i>ti stTLvn ti> satTihee 
their tm ii th.iE of .1 tiuilo prot.i^uni^sl jiilI, evvn in thi- 

""w'omLin's filmn" cnUhlrucls Us spektjtof Js j j^encric 
he.^ While .ill of Ar/noi's 111 ms chJllctij;e jikI attiTnj'l to sub- 
verl the Jominjnve of the pjlhjTL hjI orJor, lhvta\ Guf, Aouc 
is unique in direclly confront in jt lUiJ explicitly indielir]^ the 
nule thJt cont.iins ivomnin in tilm by defining her js 
tirolie ifcbject 

C’H spi.s.’ijl importiince is the scene, celehtJli'd by |i>hnstii>n 
and other feminist critics, in which judy O hrien, the bjllet 
djiicer, jn^nly chjsti/es her nule s^wUlors in j bnrli'st|ue 
theatre (ihi^reby implkjtiii^ the spechitiTf of the film as well) 
for sliirinj^ «sl J w oman undn^sinj; in order fo imjj^ine them- 
se‘lves the slrnnK*.’*' It accord ini* to Johnston, the only 
mtiment in Ar/ner's work when a decisive break occurs 
bet w t'vn ' the dominant |Xilrijrchiil discourvi- and the dis- 
course ot the woman ‘1423 H the break, Johnstiffl a^nhnues, 
IS only momentanlv supreme, as the applause of the audience 
ftsr judv's cour.i;^ei>os action immtSLiiatelv returns il tii the 
arena ot sjH-clacle. Although Johnston acknowled^ves that 
Ar/ner's stjbversive ending ds»i's not completely efface the 
tern mine \'oice since |udy"s '"rescue" hy a male Is depicledi 
ironicallv as a defeat, it is nonolhek'ss .1 lar|;elv rt‘prc*ssecl and 
SI ten! fern ini iU“ dLscoursc^ with whieh wc are lelt in this read- 
in|; of the film. 

The case for fkursC. turf, Dit^jcc as a triumphant leminisi 
film project Ks.’omc's stronger oiH'e we examine more cliysely 
the WMV m w^hiih ihe tilm constructs the male ga/e- In lact, 
Ar/ntT's film is succiSisfut at subverting its di>minaniiX' that 
feminist critics^ accustomed to the relegatiim oi women in 
film to sileni.v and marginality. have tended to in erliHsk the 
field ol vision that tr.idilion.illy has invited their closest 
scrutiny — the ptTipheral screen spate, which in this case- 
harbours not .1 temsnine but a paEnarchal presence Since 
Dttmw Cirf. thematically revolved around the Idc-ok^y 

ot w'oman as spectacle, il is uiulcr stand ably templing to lypi* 
all iKt' males In the film as Ixsirers of the ga/c' that, through 
alignment with the operations of the cinematic apparatus, 
would objL'ctik and dominate women. Hiwever, Ar;rni'r rep- 
resents sevua! difference and the male ga^e as sufficiently 
Lomple^ lit ri'sisl reductive interpretation and dismissal. 

Relations among women in thi.* tilm are based on a l airly 
obvious dualistic struLturlng of the male ga/e. On the one 
hand, Bubbks. the exhibitionist with 'iHunph/' devt>urs and 
exploits itr s*H>n en|t>> irg the attentsonsol a wealthy jvilron in 
live '.irtificiiil limb business/' |udy, i>n the other handr is w ill- 
ing to deflect the ga/e away from herst-H to Bubbles until 
humiliation is transformid to indignation, b^-nsuig that men 
stare at women in i^rder to assert jMiwer twer them through a 
kind ta fetishislic dismemberment , Judy not only implicat^s^ 
her sj-it-eiators as LXvactLirs but jMsses sudgment on their jxt- 
lt>rmanees as well: “You play at being the stronger sex. But 
Viiur wtve^s sev through you/' 


Thus, Hubbles jivd Judy interpret iheir role w ithin palnar- 
chal vicietv in terms of familiar oppiisllu>ns — strong/ weak, 
d om i na nt / s u bm Issi ve, sub|t‘cl /ob|ect, sp^rta lor / s pectac le, 
consumer/ commodity — in which the woman spccupies the 
place tR the scxxmd. infenor term. A roller's camera, however, 
resists this binary' division by represimting the male ga/e as 
inpartite- 

At the mtrsl k^sic level is the lechert>us ksik I’mpli^yed by 
the nightclub owner who repects Indy's audition but i mined 1 - 
ateiv ri.-gisters x’oveurislic appRival of Buhbk^' proM n ative 
"iHimph." C learly his inlertM in Bubbles has Ux-n heightenevl 
bv die failure of Ihe preceding perloraianee. By extension he 
repn-sents the maponty of theburles4|ue house p.ilrons, w hose 
arousal will ht* assured by Judy's prisr-tding ballet rouline, 
which Bubbles, understanding the principle of enhancing 
pleasure bv p<.istp<.ming it, has incorji^iratcd into her act. It 
iiidv represents the IhrtMt of woman-artist or, even worse, td 
guiit-mducing maternal Iran wend ence, [kibbles Is the w^el- 
comc relief that wrves as the trigger and ohpetl ol |H-nt-up 
male di*sire. 

A I a higlvi*r and therefore even more patroni/ing level is 
the g.i/e of Steve Adams (Ralph Bellamy), the balk-t impre- 
sario who falls in love with Judy's iniupcenl woman-image. 
Kidiug dow'n in an elevatitr w'ith Judy, he casts sidelong 
glances that are Llearly no less wll- serving kir liaving a pro- 
ti.x'tiveand paternal rather than an erotic or dev iant basis. Il is 
not ludy's tudy but her psyche that Stev e's ga/e undn'sscsi 
iMe w-ilJ iXirifcss to her, "When t reached live ground tli.K>r, i 
tell as if 1 knew- you wckk'' though she w’ill hav'e no idea of his 

1 In refeiTiing U* 'Svonijn s disCourM"" w'lthin ihe film tevl. 1 am 
loliowing miwt feminist film ihixinsts in not limiting the term to 
‘ifnvifiL VoClII uUeranees. Rather it reters to the teinmine vuiLe tn 
ihe brger stmse of woman's vieWpSjint and dt'siie li^r M^lf-i.wprt's- 
sion js well as her IdtSiiogicjl and pHiliUcal po-iilion wilhin ihe 
MVial ^‘^^der. 

2 - IX'spite the numemus likenesses K^lwivn Ihe Iwo tilms the 
aspiring hiilliTinj W'ho ^ppi^irn to eompromis*- her ide.>ls, ihi- agid 
mentor W'hii*-e death Ills pirn’s the prtifrL-ge, the mate bi-netLlClor who 
givc-s Ihe talenltd hi^f^-ful her change — the dificrenct-s are nmre 
instrurtive. Compiirid tts ihe eartu^ film, ihe later Is pure tantasy, 
Ihe lot.d w-ish tulfillint'nt of ns hertnne wfkS um mended bv male 
opposllkm. cxpn^si^ herse lf ev^ii^ty as she pliMSts, ihniughoiil the 
film The bar m which she miHin lights as an eroUi: danger is no 
"girhe Toint*" but a inidern-Jant’e sludio featuring s^nphisIhMltd 
sels and chortsigraphy It f /a'Ji JaiiL’c is, Js nianv enties tnigllVillly 
1 -t'nteTiJt.d. evpU'ilative of w-oinen. U is not ot then NdkSH,. 

1 Kor discussions the “niLile ga/e ' in cinema ms.-, 1or c sample, 
KapbUr pp.rLlA!i, and tXvme. pp. I ll 

4 G/rrrsfnppJjcr mvitc-, the tlosesl fomparison With 

Hfpilc. GirJ. f\iHsc sime flying has mtii^h the s,ime xignif usance it^r 
ils avtatri\'hen>lne IKalherme liep.'tburnl as dancing has |or |udy 
O'bfieFi. Although both atlivities serve as melaphors lor the 
cvpn-ssion i^t reminine Jesife, dancing mtwt dirixtlv mvoU i-s the 
prid^lt'malie issue ot tilm's repri'senta I Uni ill wsiman as spi,H.'lafle. 
Mon-iw er. as ]aeqiieline Suler has pnnkd out. w hen the herinneiit 
L"hrrslc;hlkT .‘^irLWi^ kills hersv-lt she siii'nltei.'s di-sire to duly, iheft-bv* 
■.ilcnLing thf tern mine vtnee .liul insuring ils lota I usurpalkon hv 
tile piitnarchal ord^T 
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iJi'ntiiy uiiliL I hi- hlm'sci.incliLJLii^ st t-rn-.l 

Whi-n Sh'\T kHMk's liidy thv hurli'M|iic hou^-, hi- \s <Ih' 
im\v sfHvt,iUTr who pn-lt-r^ finty's .id Ui Buhhli-s'. Althom^h 
At/twt s iiut v»l Sieve' ii devi>urin^ .ilij^ns il with 

I he ^’ttyeijrLhtk' lihik% I he ellii-r viin^iumers, Steve h'eK him- 
e\i-nipt from jiidy's usti^^iiMin the .lydii-riee. In fiicl. 
ludv ^ deny IK-3 j lion et ivh^i "pl.iy Jl hi^iii); the slnmger 

Ni'x" pves w.iy Ut his yttimpt .it lLkt.il diiniini.itk^n VKt her in the 
tiiiLi] M’l-rte: "Nsiiv listen tsi ine ymi sitJy ehild... Yiiy ve h.id 
Veiii- even w,iy eiUHj^h — nniv vsiu're tn listen te 

me/' 

In the einhmce K^lu'ei'si the livni, the film's elitsin^ shot. 
Ar/iu-r\ uimeM pulls in ti^ht on )udv"s l.iee tn sh^m the 
s.ime wistfut e^pn-^siert th.it hnd linj^i-red th^Te in .in eiirlLi’r 
Si-ene when fudv in pri%Mte v^'ishi\J u^Kin the morning st.ir tor 
j suecesstul eArt\T.is j d.inei-r. Steve's Umk is tindlly exeliidi\l 
tmm the friime hi=v.iList- |iidv sees ni> oblii^lhin hi- return it. 


rhe frii^inetil.ilieii ol Steve's txHJy hi're n.'%"ii]ls the lirst liins t 
mtvlin^ iH-tvveen the pmr. |udy h.id droppt-d hvt bx^s t^ire 
down d ^nite .ind the L'.iirk'Td cut troiii lu-r knwtin^ flj;ure to 
the legs or Sieve, tn-tore tilting opwartl to the n>t of his .iiulii- 
my ITie ettiv t is ohn'^ lify Sit-Mv w hosi' LOSitnilEuig gy^e is 
iiiliniiitelv siihi'ertevi by judv's ynd the dirts:tiir's i,inwilling- 
iiL-ss til give It l 1 tjee. tie will beeome thi- tool thnmgh whieh 
Indy will n-iiliy'i' her ilessre ot buSLUijning .in .irtist stnee d.ini - 
Liig, .is sht- ho" amlL^ssesj, itKNins ev ervihing to her. The filni's 
loiulosion. then, lUil lorevlosc.^ Indv'*- independenee,^ 
even list undeiii.it'klv plaet^ feknditioiis upon it. The gJitu- o| 
su|H-nont>% wtiieh shi- h.td Kvn i:|utek lo si.v through 
Jiid denounce, inav net tv mi easy to reiiotisite. Jt men pl.iv at 
Iving the slmngef se\ and tail, Judy can plsv the liVeaker *-k-\ 
and, to the di-grtt’ that she succisds (Iv , that Steve tails tEi mv 
through her acth ].iy claim to the strength she tKiund w anting 
in rni^n 


Si,i my Lin.ilv^iis nf (Kt- male j^a/e m Parntr, Giri [Xi/riv 
has re\'eak\i ftirms, bo\h la as^Tt tL>it(rnjl uv'lt the 

■v%‘ipman. On I he one h.intl, wc have lha seopKkphilia prartieeii 
hv Hubbles' lansn theclashk- form of k-tiNhism activafud by the 
fear of sO'^^ual differeneis ur casirafion. The tibjettified 
worn an- image for them is a ijiuffogate mol her figure. But 
siPiV shi' IS free of iitti'st tabemrs, she to free up the male 

di*sire by removing I he fear of reprisal. On the other hand i* 
Sieve's dominating, possessive lotsk; for him Judy is the inntH 
cent child-figur\^ upon which he imagines he may wt>rk his 
will Structured along sadistic lines, Steve's ga^re penetrak-s 
and lamt*s the tree-spin It'd , inssTu table world of the woman- 
child. It demvstifits her while assi-rling its own ptUriarcha] 
privilege. 

In her widely quoted, highly inlluenhal artule, "Visual 
rleasure and the Xarralive Cinema." Laura Mulvey distin- 
guishes hi‘!ween the male looks of fetishism aid vweurism, 
implicating Sternberg in th*.- former and flitchciick in the iat- 
ler. Ar/ner's film employs both lotiks and, w^hile not denying 
their civmplicilv in I he estploLlation of women, distinguishes 
hetw'tvn I he manipulative ga^e practiced by naughty little 
Kivs and the dominant pc^rsptx'tive ai patenuil hi.'gemony. 

In spile of the lilm's repre^sentation of Ixilh, neither iot>k is 
show n to be lotalh dominating or oppre-ssive judy's submis* 
Sion to Steve, as I ha\e suggested, is sub^'erti.d by Ar/nerS 
inist'-en-scene. And alEhough bubbles' identity and success 
appcvir di’pendent up^m the erotic and fetishi/.ing properties 
of the male ga/e, her kc'en and aggre^ssive abilities at market- 
ing herself as a commodity blur ihe distinction between 
exploited and expUkler, lending some force to thc^ landlady's 
envious tribute, "1 alw^ays did think you w ere the smartest at 
the lor MiTr^Hiver. when Bubbles pnvps up (he Intoxicated 
body of Jimmv Harris (Lou Hayward) in front of a camera 
and announces her imminent marriage to "it," she demoiv 
strates that she, no less then her male customers, is capable of 
trealing human Mngs as t>b|ects. 

But Cirf. giies e%en further to insure that the 

woman's discourse will be triumphant despite the m^rmally 
stifling effects of a male ga/e. It achieves this singular posi- 
tion in L lassie I lolivwiHKi cinema thri>ugh the developmeni of 
the eharacter at hmmy Harris whsi will repn'sent a libcTating 
alternative tiMheopeiatiiins of vuyeurLxm and Mishism. 

The mutuallv-em|x>wering \wk w^hieh Jimmy shares with 
Judy is p'rik'asn'e throughrput the thematic tevt as well as the 
director's PFii-Le-rw stCfrr At first it presents itM-lf la the two 
characters and Ihe film's spectator as a eonvenfional rLTmanlic 
looK Jitnmy compares Judy to the morning star and com- 
ments on hi-r blue eyes, which relum his ga/e w ilh unguard- 
ed dt'sire Craduallv il becomes clear, howev er, that the blue 
evt^ an.^ importanl to |immy becauw they ripresent the rela- 
licmship he ontx* en|twed with the wile I-]lmt>r he is about to 

s Coni-erntng the final scene. Tam Cw>k wriii.«>. "Judy 'g^-ts wKiit 
she want"' at i he expense of anv pretensusns to Independi^e' she 
had'" HH3 l.ucv Fischer takes a similar dim %iew of the ending, 
i hiding II ' ri-grei table ludy winds up wUh Steve Adams“ (IN>. 
But Ihe psnni of ihe final scene, as 1 read Ar/nif's mis-' *71 St'^r, Is 
I hat JuJv w ill sab nige her mdi-pi-ndence beciiu.w uf her preiensmns 
to ile^'^*ndence. 


divorce. Iimmy in mm, is ini|.'Hirtani lo |udy Kx'auso he retog- 
ni/es and cares about her pKUeTiliat as aT\ artist. He alone 
understands her exclusive devo'tion to dancing as the dc-sire 
tor scdf-i’xprL'ssion, and he ahme sees thri>ugh and dismantks* 
the facade of wi>man as spc'clacle. 

The ditlerence of Jimmy's gai^e Irom that of i>ther men is 
markesi in the film's optming shot Training on a riH>ftop sign 
advertising the Hams Tire t'orpt^ration, the camera descends 
tEi the dark stnx'ts of Akron, Ohio and tracks inlo the night 
club %vheTe Bubbles, |udy and six other dancers art^ membt^rs 
of a kickline hired to entertain the custEimers who are not 
engaged In illicit gambling. The next shot is of |immy Harris 
at a table, visibly dis4\>mflled by the tliekering shadows east 
by the spotlights on the daneers. Whtm Bubbles reverses the 
usual specialor-speclacle prii^rity by kvring and winking at 
Jimmy, he disgustt'dSy hidt's his face behind a bmp shade on 
his table Only when Judy slands up to the police who have 
raided the club does Jimmy take notice, representing her 
vi<.*w point to the chief t^fficer: *■! Ii>w^ v^ ould ycK like ici dance 
your tfx’t oll lor a pded public?" 

Jimmy's %m\palby and suppi>rt are further established 
w hen he walt/i.^ with |udy. The camera frami*s Iheir rotating 
heads in a kmg take, fully disclosing the unbroken recipripcity 
1 ^' their shand ga/e. From this pi>int on Judy will dedicate her 
desire not s<> mucli lo Jimmy as to the image of the morning 
star his eyes refletl back to her bhe creates an artistic dance 
sequcTice which she namiSh "Morning Star ' and, despite her 
teacher's rt^monslrances ( 'bh^p^ Where can I m,^ 1! a morning 
star? rivey w ant Bubbksi?"h remains true to her artistic vision, 
proK^ting her dreams ot being her own dancer vipon the 
night s last shining star lust as Judy's lotik finally penetrates 
and trees the ts»rmc-nted Jimmy of his self-deception concern - 
ing his wife ( ' V'ou're sttll in kwe w ith her. 3 kneiv it as MHin as 
1 saw her blue eves"), Jimmy's look relurns and deepens 
Judy's di’sirx^ fi^r expression, Ihe part of herself incapable of 
being compromised or exploited- 

In Opposition lo the iqxming shot's descending motion 
tnim the loftv illuminate^J sign announcing Jimmy Hams' 
aliluence to his shadowy, defeated figure, the camera intro- 
duce^ Sieve Adams bv tilling upwards trom ihe lowly per- 
spective ot |udv on ihe strev't to his impiising penthouse 
dance studio, a phallocentric mot emenl ihat will taler be 
repisited w'hen Judy confrtpnls the figure ol Steve himsi.'IL At 
no point diM^ she share his liKik, which is always depicted as 
privalelv held, sepa-rate and superior. In the film's pimulli- 
mate scene, following the trial of |udv for disliirbing the 
pisice at the burlesque thcMtre, she meets Stiws-'s hungry ga/e 
wilh suspicion and non-amblvak-nl re^srlion. C>nlv when she 
discovers his real identity as the taimms dance impresario 
dix^ she resign herselt to his protective embrace, while still 
refusing to share his lix>k. 

Tile sinlv mutiiallv shared ga/e in ^Xiucc. Cirf. is that 

of Judy and Jimmy. All at the other ItKiks thtwe of Steve, 
Kubbk^, Elinor, the spectators at ihe burk«H|Ue shsiw — are 
exclusiv ely ptissesst.sJ^ private glanCis, tfial serv'e as reminders 
of the i risibility of individuals lo constitute the tether m terms 
of an equal, mutually enabling relationship. Hv contrast, 
Ar^n<,r repeate^llv uses shot/reverse-?»hol set-ups oi Jimmy 
and ludv tlial not only i-siablish the etpialilv of iheir g.i/e but. 


rl 


I 


in cUm, the \ wwvr Ihv Jynjmic, pnvile^^i^i ptmi- 

finno* iheiT r^-Kition^hip wi\hin she (ilniic rwmiSive^ 

As j rt?su]( o\ ihis filr4k*j;y she dirtTk^r prxxlii£.\-iv within the 
viewer <i tension behveen I he mnteh fell ♦is desiuhle 
IJimmy/Judy) vs. the probleindki- p.iirin^s ihji will ik^tut 
<Sk*ve/Judy, KubMt^/ JimttiyH hmmy /l-linorl But the mist -fir 
5Citfu oi the shared ^a/v in this film stands tor msir^^ iKm a>m- 
p.itihle relationships or mutLianv recipnH:iiti;t3 desire, ll j:;iies 
lo lhi* very heart of the dLslinetii^i^n the tilrn posits betW 4 *en an 
and speeiati>r. 

From the opening scene. Judy artiLulates the divide 
between her di-sires as an artisi and the r^^juiremejits ot a 
jadtsi public, whose .satisfaction she carii justify only in terms 
of getting Judy's dance teacher Madame Basilova 
(Maria CXispimskayaS is a kirmer balkl ^lar unable to shield 
her puptl irom eynieism; 'What a life for an artist... You I 
could maybe teach hut, nOj a flesh peddler I must be."' 
Following her tirsl ttam at playing 'stiKige ' for Bubbli^, Judy 
views her image in the dr^-ssing rotun mim>r wilh selRon- 
tenipl. f ler preferred dancing is an eitpressk>rL o| pure desire 
rather than its ei^nsummation. a postpimemeni i>f grattfieatiem 
enabling the imagination to s^^ale morning star heighls. As 
spt\tack\ hijweverj she is reduced lo repressing desire and 
postptining pleasure in order merely to heigh len the gratifica^ 
tion prtTi'ided by Bubbles. 

Againn lE is Jimmy who rtwigni/es the gulf biiw^’cn art 
And spectacle, between the agent ol vision and its mereob^‘ct„ 
He comt-s to Judy's defense in the opening sivne because* hc' 
sen.sc's the dedication I hat drive's her lo dance even under the 
most compromising circumslancea. Unlike Steve, whose 
Attrjctii>n lo |udy is s4>U'ly to her physical person, to woman 
as obg'ct, fimmy s sympalhies are with ihe performer as 
exprt^ssive artist. When he leaps on the burlesque stage in 
Judy's defence a st'cond time, he di>es not e^ en know whom 
he is d efending. 

Ironically |immy's failure lo rec<igni/e Judy in this scene 
emphasizes the degree to w^hich l hey see eye to eye. Tht^rs is 
nol men'ly a shartM about human desire and Ihe ability 

to surmount problems traceable lo sexual difference. The%' 
share in common whth the' din.’ctoT an understanding of the 
position of the woman/arhst who is driv en to find a voice in 
opposition to forces that seek its silence t>ice dismissed by 
mainstream critics as a mimvr ''B-picture" W'ith some sctme- 
stealing moments by Lucille Ball, Dance. Girl. Djurr is 
Dorothy Arzner s signature film, a compelling revisionary 
text not simply in its foregrounding of the discourse^ of the 
woman but in its sutnersion of Ihe ''mate ga/e*" — through 
the gaze of the male. 


6. The much discussed “smture" theory, whith uses the 
shot/Tever?«L^-shn4 figun^ i>f cUssic cinema to exemplify the w'ay in 
which film seals the snewmg subject w'lfhm its ehjm of images, 
rarely evokes a posiiive response from tern mist critics But the 
powerhil im-shjnism tKit characteristically forces spedalors to see 
only the rtiasculme [[.Hknt of view tan, asi Arzner's wtirk friix^uenlly 
deinon.stratts. be used lo iijeniificaltun wtih ihe feminine 
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Criticism 



Complicity 


The Accm^eti, an American film made in 
1988 and directed by fonathan Kaplan 
{Project X, Hrtirf Like a Wheel), uses the 
representation t>f the rape of a woman 
by a group of men as its structuring 
principle, both in terms of narrative and 
form. As a classic realist text, The 
Accused adheres closely to w'hat theo- 
rists such as Peter Wollen describe as 
the tenets of classical realism: narrative 
transitivity, identification, transpaamey, 
closure and pleasure.' Yet, as Colin 


THE QUESTION OF 
THE TREATMENT OF 
RAPE AND RAPE VICTIM 
IN JONATHAN KAPLAN'S 
THE ACCUSED 


b If M a I i 0 r i e Cook 


Mdc’t dix' t»ut in relation tn the classic realist te)tt, 

I here is "J Ic^ c] <>t cttnlrdiliLtion inta which the... text can 
enter" thdl may a I Sow it tct be reaJ as prii^rt^sive, this 
K'ing the eiiintnidictuvn betw^n "the dominant dintiurse 
ot the te\t and the do-niinant idetikigical discourse of Ihv 
hme."^ 7kc atlt-mpls Ui enter thib le^'el ot conlrd- 

diclion. It pfo|.H\sts a moral ihallenge iti the s^HriUlor by tm and 

gtaphically depieti-n^ ihe rape a 'j^e^ually Iransj^fessive woman and 
explonn)* the queMion ot jvrMHiat accountability with resptrl to sexual 
lence. The Him h admirable ini eiil ions, however, are Irequenlly undermined 
by the hImV fornul structure w hii. h sc^rx es to construcl and hold the specta- 
hn as mo^ral subicH. t. alU>w in^ tor no adn e prixluction ul meanin^i; on the |tail 
of the Np^xialof. Held as passive moral siibltvl, the spisrtator is ftH^uired only 
to consume^ the established nieanin^ ol the lext. the " know led j^e ready- 
made in a dsTminartt disctuirse It is such tixation t»it the subject that rtmdefs 
Tkc AiTust'd ultimately problematic In at tempt in lo forma ily contain Ihe 
devastating subject mailer it addn^sses, Ti^ic undermines any alienat- 

iniii or idetilogically dislocating t ilecl ihal I he representalaon of a viident 


1 IVler Wolim, “f rtsJdard and V tainter-C ireiTiHl VenI dT.st/ WnfMij^S. 

I undim. Versa, m2, p 7^ 

2 . Colin MaeCdK‘. " KealiMn jnd the C Inem^: \inis. on Mime Hri.s:htun Thi-sesr 


Si imt, 15,2 (SummtT H74K p lh 
y Ibid, p 25 

Jodie liT^ler in Jonalh^n KapUn> Tltr .^ccufied 


iO efn^iieHe 




crimt' ^g^irtst a womaii mi^ht inherently hjve. 

Ute is a fictional him** with the h^lkiw-in|^ plot: a 

pot-smoitinj^, hejvy-Jrinkinp, sexually rij;j;rt^sive wotn^iir 
Sar^h T€>hijs (Jodie Foster), is held down on & pinh^ll 
mdchihe in 4 hAt And rjpt^d by Ehree men. Sarjh Tobias' 
attackers are arrestevi, and Sarah's law^yt-r Kathryn Murphy 
(Kelly MfGillis) plea Uir^^ains with the dekmse such thal the 
rapisb art" amvlrted tsn charges less senous than tirst dt^j^ree 
rape This i>u traces Sarah, who ftvls that because ot her trans- 
gressive liteslyle ?ihe ha?^ been stigmatized as an unreliable 
and even detrimental witness and is thus prevenled from 
retati ng her versitm <.>f thi* inddent . A I Eer Sarah is i njured in a 
controntaE ion w'lEh tme ot I he men wht> enctTU ragtd Ehe rjpi% 
Kaihryn Murphy experiences sc^mething of an epiphany and 
decides to proset^le Hh' ihiw men in the bar wht> enci^kiraged 
the rape for criminal solicitation. ) Jer caw dept^nds im Ehe 
Eimt^ny of Kenneth foyce (Bernie Coulscm), a conege friend of 
onetjf the rapisis, witness to the rape, and the first to alert the 
police (in an aiumvrnous phone ealli. Kenneth, alEhirngh ini- 
tially hrsiitanE, agrees to testify, and the atcvistd men are con- 
victed- 

Tiff AccMr^f is W'hal \1e»[ly l laskL-il describt^ as a "“sympa- 
thelic'" rape film, falling somew'^hi'm in hL-lwciet'i the "exploila- 
tit>n fantasies of lust and revenge in which a wiTman 'gels 
hers' and cormbtirales I he idea that women ask for and the 
small dcvumenlanes "which dt^Tibe first hand horn^rs and 
are seen only by w'omen The sympathetic rape film 
attempts tt> o>nvey a didacEic message to a mass audiemv by 
using transitive narrative and high-pnifile actors,'^’ such films 
must be, in pnnciple, commercially viable wilKt^ut compri> 
mising tht‘ inlt'grily of ihe message, Such, it seems, were the 
aims of Kaplan in T/k* yet while the film was relative- 

ly 5 ucce?ksful aimmeraally,^ its 'message' is comprE^mistnJ by 
tht' film's overdelermi nation of narrative conventions. 

C>fi tlH‘ level t>f its dialogic discourse, Acmru'ii iiddress- 
€?s Ihe issue tsf the institutional cippressii>n of the rape victim, 
Sarah Tobias says repcMtevily I hat she wants Eo Eel! ht^ sEc^ry; 
she wants Et> k-giEimize her voice as w^oman and victim in the 
eyes of irislituEicPOs that regard her testimony as illegiti- 
mate because of her transgressive lifoslyle. The rhetoric of 
Kaihryn Murphy's summation of her criminal solicitation 
case reiterates the issue; she responds forcefully to the 
defense attomev's aswrtion that barah Tobias' ti.'slimimy is 
"nothing'' — the legitimacy of Sarah's t4*stimony is, in fact, 
the basis o^ Kathryn Murphy's legal argument 

A sec-ond level of discourse in the film, articulaled by 
means of the film's formal structure, wrvi.^ to undermine the 
didacticism of the film's dialogic discourse, Tftc Accascd is 
stnicturt'd so as to privilege ihe visible — obgvEive tniEh' is 
defined in terms taf visual, as to aural^ ot dialogic, 

codes. "In a culture within w'hich the phrase 'to see' means '!o 
understandr"' writes Mary Ann IXiane, ""Ehe epistemological 
piiwers erf the subject are clearly given as a funcEion of ihe 
centrality of the eytv"^ It is ru.>t surprising, then, (hat the revi.'' 
lation of whaE actually happened in the baron Ehe night of the 
rape is rendered visually, through the lechnit^ue of flashback. 
Yet, the flashback is asscscialed with the CourE tt^limony of 
Kenneth Joyce, ntiE wilh that of Sarah Tobias — Sarah's vtT"- 
sioo of the events, rendered aurally as oppostxi to visuallVd 



are strucEurally subordinate to the visible EesEimony ol 
Kennel h What makes ihLs particularly problematic is thaE the 
truik. as LXjualtsd w'ith Ehe visible, is enunciaU'd by Ehe male 
w'tEniss as opposed to the female victim, w^hich serv^-s |o 
counEer the dialogic premise of the film. The formal structure 
of the film, m fad, affirms Eht' defenw council's assertion that 
Siirah's — the victim's, the w'oman's — testimony is indtx-d 
‘'nothing." 

The film's purported aEtaek on those insEitulions Ehat 
suppress ihe rape viclim is aEsts undn7nmt\i by an adliereiwi- 
to Ehe classic m^alist axle of idenEific.ilion. Sarah T^ibias is a 
woman wht> Iransgrtt'ssi.^s the limils of 'respecEabllitx' and 
'pri>priety'^ Eh rough a desire ft^r sexual expli»ralion and ad\'en' 
tute. Rv insidiously yet insislently prt^viding psychological 
and wKiok^gicHil explanations Eor her iransgri-ssn^e ht'haviour 
— a p^H>r relationship w'lth her mother, a wi>rking<lass back- 
ground, financial hardships., a stressful jiib, an unlaiEhlul and 
insensitii e bovfritTid — the film renders Sarah's actions more 
accepEable, her 'offenses' understandable and explicable, and 
thereby esEablishi^ her as a less problematic ptrinE of identifi* 
cation. C ontrary to the dtali>gic disa^urse then, the inclusion 
of sequences in voh i ng Si ra h \ Kickgix^u nd a i>d perstmal rela- 
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itnphi-N th-it thv victim's ptTsonal history is 
impisrtanci'' Thf film finds it nt.vess.iry to ekpijin. 
r^tioruih/e nnd 'justify' the tr^ins^^ressive jspeet of thechniMC- 
lef ol Sarjh lutn.i^ In i^nh-r tn ensurt^ the mor.il pt>situin ot 
thespivtrttisr. The Accused «ippt*virs to piwil thjt such se;^udlly 
tr.insj;ressive K'h.i\ kvtir shobild not nc^Jte the sc^veritv «pf the 
crime. wi the film's iitlempts tt> '“juslity' the behaviour of 
Sarah Tohias implies a ptTceived curreliilion between ihe 
tr.insj^rfssi ventss a nd t he cn me . 

Says Vtarv Afc\n LXunv in 'WtTmari's Stake: Filming the 
Female Ht>dv:'' The most inteTesting and priKiucliw* tsims 
dealing with the fern a nisi prohlemalic are precisely ihi>se 
VI. hich el.ibi’vrjle a new t filmic) syntax, thus 'speaking' the 
female iMdv different I V, even haltingly or inarticulately from 
the pi’rsptvfi ve of a classical svTila\ The eLalx>ratiun of such 
an alternative svnlax w^i^uld disrupt the spivtator, tim ing the 
sptviatiu to bteome an active producer of meaning rather 
than passive consumer iif thedomtn.int discourse. The graphs 
ic ra^v se‘i|uence in T.Fjc Aa iise'd is an attempt lo elaKirate an 
altemativ'e synlav. to shivk the spi-xlatisr out ol passiw com- 
placencv through a contradictory and disturbing simulation 
iif the physical vit^lafion of a w^oman. 1he usc-ot tnultiple 


A Mjr^i^Tie Mn^on writes in [7, h CtX^' 1‘JrtHt ‘^Although 
I'isramount Piciures claims., that The AccasitJ isn't baxsl on iinv 
spts if IC L■ast^ it would •Hvm to lake Inspiratiivn tn^m Mime stories 
of rtvml years the giing rjp^‘ of a VOUng wivman ^sn the pisil t.lbSe 
of New Bidlt^rd kir in 14H1; the allt'ged: rjpi- ol .1 eolh'ge sHident 
hv se\ eTi.il fratemitv hmihers al FloTiii,a folate UnivcrsilVF and the 
horri lying attack, I his Si‘ptemht*r < 1 WWl. on a Chicago wuman Of! l 1 
tram platform during rush hour.. "" 

^ M ollv Haskelt, "Rapi^ m the Moi'ies: Update on an Ancient 
t Var . " V^tNCC. h CXioht'r, 1 4p:*, p.4^. 

0 Ibid., p 4^ 

7 According to Variety, -b tVlnbi^r, Thr was the 

highi^-st gntssing tiLui in Ihe US. for I he we^'k ending t.\:tober 1'^*. 

1 w ith rtseipts (tililll y S2 J fr7,fr2iP. It remainLsJ one of the lop ten 
h ig hv^t gro^'*ing ti Im S tor the following M'ven w'tvks . 

Mar\‘ Ann [Soane, "Ideokigy and the rraclict^ of Sound F.ditmg 
and Mising." T^ri’ CrrfCWfelfh tds. Terihsa IN' laurenlis 

Stephen Henilh. New York. Si. Mirim's Press, l4tSlP. p.4f^ 

Vtarv Ann Iksiner "'Woman's Slake: Filming thiT-emale thidy,'' 
itcPHJMrsw JiFfiJ f jf Jfl Thiecpy, ed. Constance Pen ley. New Vtirk, 
koutli'^lge. I'Jrtw. p 22h 
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famoTJ ptrspt'cHvt'?* prcvt'nts An unequivocal spocliitori^il 
pusitinn, Jf* dth.^ the L^hve M.^uiiiJ- mining of the huwlmft, 
cht-vrin^r rs^ping cnm-dn the muiflc'ti ?iCfVJming of Ilho vichm 
nnd the hkiuntini;; nori-diegeljc mu?iii:. The- gniphic^lly violent 
lUture of [he sequence, and [he rendering of the jgoni/ing 
durrttii>n of the crime, is both shocking jnd distancing — it is 
in rh> ivav erotic, hurthermorej the sevjuetice demands a eer^ 
l^\in degrtvt^f atlive ptEiduelion of meaning on lhi,‘ part of the 
sp^,'l'iaic^^ — [he line betw(.^’n the acquiescence arvj defiance of 
Sarah Tobias is finely drawn that tt is difficult to determine 
e\acilv when mutual rlirta[ion Kfomes ra^Hv 

Vet, as an altemalive syntax for the representatmn of se\U' 
al viokmce agai nsl woman, the fa|X“ sequence in 77ic ^censni 
is onlv piirtially successful Once again , Kaplan s respect for 
classic realist amventions subverts the prusgrt-ssive i men lions 
tif [he film. Adopting whal Mi^ry Ann Divine calls “tht^ classi- 
cal ctKhtication of suspense/' Kaplan deliberately w'ithholds 
the visual representatii'^n tvf w'hat actually hap- 
pened to SaruT.h Tobias such that the represtmta- 
tion of I he ra^x- of a woman constituti.’s the climaii: 
of the lilm^ the m<smem of satisfaction and fulfill 
mc^nt for the spectator When watching the filmr 
then, the spectator esipefiences both titillation 
and cAtharsisd® ihe titiltation arising troni the 
film's use of the cihJc^ of mystc'rv^ and suspenw; 
the mciment of cathap^is arising Inmi ihe answer- 
ing ot the question what happened?' and the sal- 
Isfying closure that c'siablishes and maintains the 
notiim thal justice pawails As (ulia Ix^sige psints 
iTut, such spcctatorial ri*spmse^ can only have an 
lid verst* stxial efteci in thal "titillation and cathar- 
sis. limit p*ople'scapicity tor self-a wareness and 
their impulse to effect social change." Tiltc 
Arc used, then, elicits emolional involvement 
rather than proioking analysis; it allows fi>r an 
emi>tii>njl piv-off and thus satisfaction and phM* 
surt\ engaging and constraining iht* spdator as 
“consumer. dev4>ureT of disoinirse '^*^ 

It IS no[ simple its |.xisitii>nmg wilhin [hc‘ nar- 
rative conlext that renders the rap* sequence 
probk-matic. In her article "Lawk'^s Seeing^" an 
examination of pnmographic represtmtation, Annette Kuhn 
argut's thal in instantX's when* "htistile and aggressive aspets 
of sexuality" are repreventvdr 'The spxialor may welcome ihe 
relief from guilt coffered by identification." I'* Throughout the 
rape sequence in T/re Accusrtf, the spectator is relieved 
viiveuristic comphaly and guilt through the prt*sv*nce of ihe 
character i>f Kenneth Joyce The film, from the outset, con- 

9 Watv Ann IXvine. StLike Filming ihe Female IkvJy/' 

frtflirHJ'inj flPiif fifrJi Tfteeru. ed. Censiance IVnley, New York. 
RihH ledge. p 
10. Ibid, p 227. 

11 fuha Lesage. *■ IXsaimi ng Film Utm^^ ClfC 1-1 tDecembt'r 

12 IHd 

W l>vme. "VVEiman'shtjkfc^" p.227. 

1-1. Annette Kuhn, T jwlvss StVirg." TV Firmer itf Oli' fww\Y 
f leir d PTil isfTiidfjfVr B^islon. Woutlislger ITHs, p 3ri 


structs this character as a piinl of identilkaiion Kenneth 
fovee is established in ihe cnjwning stxjueivce as a miiral centre, 
as a character of action — nol oidy is he the first character iht* 
sfxNtator st'es. but his is alM> the lirst coherent \'oicu heard, as 
he calls the poliiv outside the Kir Throughout the film, he is 
slructurallv' i*quatv‘d with Sarah Tobias — shots i>l Sarah hard 
at work in a rt^staurant art' intercut with sheets i>f Kenneth 
hard at work in a restaurant; shots itI Sarah's hornfied n^ac- 
lion to teUnr ision newscasts or her rt*atTiim I hi* am*st of one 
i>i the rapists after she identifies him, are intercut with sihots 
i>f Kenneth's similar reactkmv li> the same ev ents. This |varal- 
lel K'lwt-xm the twc» characters culminatis wlwn they confront 
one ant>lher in Katheryn Murphy's t^ffitv. and reveal their 
niutual fear and sense of V'Ulnerahilil v. The intense 
shot /reverse-shot structurt* here emphasi/i’s the characters' 
identification with each olher as well as the s|Hs:tator's identi- 
ficatiEin wilh I hem- This particular shot exchange seems, in 


Altomex- Kalh^fx-n Sfurphy iK^lly Miritllii}. 

tiSi’t. to t*slablish Kenneth Joyce rather than Si rah Tobias as 
the premier point of identifieaticun — the shots ot S,ir.ib m this 
sequence include her and only her in ihe frame, whereas 
llvipst* of Kenneth foyiT include Sarah, partially franii*d from 
bx*hind, in addition lo KennHh fully framevl from the tri>nl. 
The sjxvtator's p*rs|X‘ctive is. at this p-Ninl, mcorpor.iti>J into 
that, and onlv that, of Kenneth loyce: while the sjxxrtati^r 
views Kenneth literivlly 'E>ver ihe shmilder" Si rah, the spec- 
tator in turn views Sarah as though through the eyes of 
Kenneth lovtv. This particular exchange Kv'omes a jioint of 
t ran storm at ion of spec I a tonal identification. In the subst*- 
queni rajx sequence it is the character of Kenneth that is the 
character of L\>n science, holding the corrixt moral fiosition, 
white the character i\i ^^irah holds the disconcerting position 
ot sevual aggressi>r cum rap^ victim Thus, the sps tator's 
identsiicatiim wilh both Sarah and Kenneth must, in prepira- 
iLon lor the rap- sequence, K* transformed inlo a primary 
ideiitifiealicin with Kenneth |oyce. 



Krnn^lh |oycr I Br mic Cisut «*nfl t is qu^istionrd by .A^^istdril Pi^lriel 
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The Him pljys \his identihcjEion during the Tiipv 
SL’tjuenee: I he h^^rrihtd e>:pfes*iii3ns td Kenneth lire 

m-ptMlt^Slv intercut with the Jitic^ri i.>f the the s^peehitiir \s 
repeatedly sutured with «i de^ir^hle object ot Ldenlitie.;itinn 
Each shel oi Ke^uu-lh apprepn.itely Ltidid: hi!> hinnd h.iir 
.ind the biri>;htne!is lhi‘ lighting cnii trusts 5 th^irplv with the 
dfirknessi>f the shots thiit ciepict the w\u,il vietenLe: the shots 
ol Kenneth jre reLalii‘i,]y iind tlose. in ci^ntnist with the 
quick tditin^ nf the st^^uence in generj], jlk>W’ing the s^xvi.!- 
li>r longer pericHls ^5^ suture iind thus relief; the opressien i>n 
Kenneth's f.ice is t>ne nt outraj^eH his eyes wellini; up 

wilh le.irs. Such suturing and ideiitiiiCiitii>n allows tor, in 
Marlin Ilsslin's words, I he drawing; ol "“each individii.iL nient 
ber ot the audience inli^ tlx- actii>Ti by causing (lhem> lt> iJn uti- 
fy <lhemM:'lvts,t with the hero to the pi>int ot comptete selt- 
t>bli\‘it>ii.'’ * Kenneth |oyce ihus the agent ot the 

spt'Ctni tor's own moral aflirmaturn ansi emoliona] purgation. 

Although the flashback st^juence is cltvirty meant to be the 
visual manifestation of Kenneth Jt>yce'^s testimonv. the 
MMiuence itself is construetisJ by a number of shi>ts that are 
not trom Kenneth Joyce's pi.’rspt\iiv eH somet^l w hich are trom 
the pi>int-of'Vieu [>1 the vKiim herseJi. The assumption main- 
tained in the llashback sequence in TJjc AiXU^ii is that the 
image is truth, an obftviive truth that incorp^>ratesal] persjxx'- 
livt^s, I he I ruth prEivideil by an omniscient camera. Net the 
him striiiigSy assiviatiw such power ot t>mniHlence wnth the 
character ot Kennt.1h |oyce. It is his testimony that ihe specia’ 
tor is 'seeing,' and al the beginning of the flashback sequence 
the film periodically returns to Kenneth Joyce im the stand in 
order ic^ emphasize this ass^xialion. Thus, iu>t onlv is Kenneth 
liiiyce the rn^^ral centre, he is als*** the pun'twor of truth, the 
uhinuite htTo of the film. 

Kenneth fuyce is a character that stTVis lo ahs^>lve the 
spectati>r ol any sense of complicity in the crime that is I he 
central focus of Tfit' Aicidscd. In the final shot ol Keniu-th 
Joyce^ he is tramesd bv a ctni!rl-ri.x>m wnndow; ihe light that 
ema nail's frenn the ivindc^w' casts a halo^like gleam around his 
head. Me KM3mi*s almcist a Jtvjnc character, capable i>t the 
|XO%ers of abMilutiim, This last shot of Kenneth contributi-s 
significantly to the stnsng closure of the film, a closun.‘charac~ 
lerizisi by j^piTlah^nal nxie nipt Ion and s,nti'^f action Kenneth 
Joyce is nol, however, the onlv nigent of spt\ latorial nsiemp- 
tion, however central he may K' in terms i>l idetilificHifion 
during ihe ra^v^ s^quenac The charactiT of Kaihervn Murphv 
alsi» tutu'liims as a means ol spectator la I redemptmn, and 
shots of her rapturous evpn.'ssion are intercut wilh tfie dw ine- 
ly lit shiHts i>l Kenneth Jovcc. If Kenneth Jtivce can bc^ seen as 
the means through which ihe male spxs: iati.tr is bn^ughl inli> 
ihc narni liver then the character of Kathen n Murphy is tht^ 
means ihrough which the female is brought mtu ihe rtarrative 
Kalhervn is x'ery much the stereotype ot the 'contemporary 
wi>man:' upper-middle class, can^xxirienk'd and pragmatic, 
somew'hal insensilive. She discusses legal ma Iters with her 
male colleagues at hoc^key games, holds refmtd dinner parties 
in her expensively dts:oraled ap.irtmenlr and emolionally dis 


VfiArlin Esslin, CAinLYiif M^ndiin, Eyre and Spidfi 
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lances lu-rseN trom the passionate, working-class Sarah 
TohEas. N et it is ^irah that raisi-s Katheryn Murphy's feminist 
consciousness and dial lengths her privilegt'd smugm-ss. The 
enlighlenixi' Kathenn Kxomes a strong ^Miint id identifica- 
tion lor the temale spi.'ciator because she is an important 
niiPnil centre: she fights U'*t justice despite the oppctsition oi 
her male li>I league^, and succeeds, and she Hnally btmds 
emotii>nailv with Sarah Tobias after her initial rebuffs of 
Sarah's advances of tri end ship tmarkesj bv Sarah's retxsitid 
oflers to "do" Kalhervn's astrological chart; it is Kathryn's 
acceptance ipf S^irah'soMer near ihe end of the film thiif finally 
seals llv i."mohonal bond hcMwcen the tw'o women T Katheryn 
Vliirphi. esst'n Hally, dix's the right thing w'lthoul compromis- 
ing her crtdibilily as a pn?tessiorkil. l ike Kenneth Iehcc, she 
i> a intpre than satisfacti^ry hero, a Vehicle tor specta tonal 
idem I beat Ion and absi>lution. 

As it establishing strcPtig pciinls ot moral identification 
wen.* nol enough lo fix Ibe speetalt>r in the ap|mTpnate moral 
position, TIic Accwsi'if enhances the elfi^xt of identificatnm 
through setting totally despicable characters in opixvsitUut tEi 
the film's poinis ot identification Kalheryn Murphy's ethics 
and her desire lor ^istice arc' rendered even more admirable 
ivheii yit'-wexi m relation Ui llu' callousni^ss ^>t her colleagues, 
and Kennelh Joyce ap^x-ars sainlly compart'd lo his CEillege 
tri end Binb. Ihere nirc^ sc^^eral insla nee's in the him in which a 
shot'i.»unter-shti| stHjuence reveals Bob's alm^wi gleeful com- 
plii'ity in the crime and Kenneth's disgust w'lth il; Bob is nvn 
kvnng or lechiTiiusly ticking his lips, K>wnng tip his college 
t^iend^ when a newscast puts him in a favcmrable lighi, or 
making terrible^ shallow com men Is abtiut his %'iclim. ITie mi^n 
w ho rapix! Stirah Tobias, and the men who solicitid the rapi', 
are fxirt rayed as one-dimensional and ti^tally exixrable, par- 
ticularly tile 'fx:vprpit.m Man,' wIiep is the most visible ipf the 
jH rfxlmkirs. This surely must raise the question as to w hal 
exact ly maki's Tfrc At l iisivf pTEwxxative — s^xctalorial outrage 
at ivhat happens lu Sarah Ti^bias scx'ms lor the most part a 
rc-^ult Eit tier hiHng such an altractiv e, and acct'plable' charac- 
ter who IS rapd bv l 1 group o| abst>tuteLy rep'llent men. The 
him. then, oilers the spxxtalor neither the oppirtiinHv for 
active Contemplation nor the opjxirtutiity to realize lor them^ 
selvi-s that rapi' and ihe MplicitatlEin isf rape is a crime tindiT 
jopv circum^lances, regard k^ss ol the pTstsnal history i>f the 
victim ipr the p rp’trators 

liHtiaihiiii Kaplan ends the film with M^me Hpbt'nng slatis- 
lics ori the Inxiuency of rap" in the Unitc'd States and the dis- 
Uirbinglv high p-rccnlage ol these* rap-s that invulve mc^re 
I hail one attiii kcr. It is clear thal Yfje Accur^'d is a iiell-mten' 
tioriixl tilni. yet one wonders ivhy thoM.* invoivt'd insisl on 
making li siP easily digi'stlble. Why do those* invokixl insist 
on weakening the efiect of a graphic depiction of rape 
through the over-determinalioii of narrative con ven I ions such 
as ideTititicalion and susp nsc ? And w hy tu the Inghtening 
statistics h>l]ow an almost eu phone ckisure that undermines 
ihe eftixt EPt using such statistics? Ter hap Thr Acciisof should 
hi- commendv'd lor daring to deal with the issue i>! rap- in a 
com mere laJ am text, bul at the same time the film nixsJs to be 
crilici/ed fi>r not daring to deal wilh the issue in a more 
prov sh atlve ,ind challenging mannef- 
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All About Eve, 
Margo, Karen... 


All About Ki’v is 
often cited for its 
sophisticated 
dialogue, "...the 
lYigliest quotient of 
v'crbal wit of any 
film made before 


Belte Ddvis' iniip3vemi*nl ib iJiteji 
iiLPk-d. the ^llTT^ iiiiirkLii her "come 
skHrf lle.avin); W'dirier her studio tor 

nedrlv 20 vtMrs. Her i^rciit perlorti^^irstv is. 
however, often triviali/ed ds camp, the 
Mankewk/ Dax is tTL^ation oi Margo 
Chaining viewed as a ctpllp.^tiioii ol e\ag- 
gerated mantierisms It has aKo hven 
called '"the greatest wo men him ol all tiine'^ although 
w'hethiT I his was meant as praise I don I kniiw . the high 
achievements in this genre having ollen gone ijnrp.vogni/i'd. 
None ot this ntM'ssiirilv counters Pauline KaePs estimatum of 
the tilm as "‘ersal? art/^ hiil that is exactly my intention 
Mankew^kv s use nl dialtigue is lar more stiphLsticafed than 
has been notisJ and is alwav^ rc^velaton i>l character Icom- 
pare. tor example, Margo/ Be ite Davis' and I.Lovd/tluge 
Marlowe's remarks during their ihealre confrontation to 
determine Hhethi-^r the ce]ehratt.x3 actress or the celebrated 


plavw'nght has thet^uickesl wnt). An under" 
slanding of the Davis pt‘rsi>nj is absolutely 
c^scmlial to a reading of the film and il is 
impeissible h> imagine its achiex emenl w^ith- 
i>ut her Idespite the lad thal Claudette 
Ctpibi’rl w'as originally slated lo portray 
Margo 3 . hinaUy il the film's source in the 
woman's film alU^w's Mankew'itv to explore 
tvomen's sCHietal roles, the lilm's insights into gender and 
sexualitv are linally applicable lo both st^xes- 

1 will raise briefly the subjiHl authorship only to say, 
that 1 am unprepaftM at this time to altnbule the film's great” 
ness to any specific author. h:»seph L, Maiikewnc/'s presence 
as guiding spirit and chief creative personage (as whler, 
dircetor and essentially prixJucer^S is undeniable. The use trf 
nashtsiek as well as the pfesimtation tif a j'h^rson or situation 
from S 4 ‘\ CTal ^vrspectives are here structunng de^ ices as thei- 
an- in sec era! of his films (I hasv at one lime or anotht*r H-en 


or since'" as 
David Shipman 
2c>mmented in The 
Gfvot Movie S/iirs, 
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f.t'r 


mn^t Ilf til ms hul [ht‘y were never viev^'ed iTitt- 

LiilEy Jnd only a k-w hci\e hi'^^n viewed recently. \1y refer- 
hi thi.'iTii will theti.’fort' lx* limitt'^i). T^e ven- 

ire I ftscusin his films uptm women is^i con.st.ini from his djiys 
n MCM as cl writer/ priMiueer. Thai his i merest in wetrien 
eatries evrtain limilatiipns is evjUimt from his tvmtribajhtins to 
ihv two films he pRidnced at MCM for Kalhanne Hephum: 
the prol^if^ue tti 'Hfe Philadfl^^m Shiry and the kiteheri iinale to 
Hie Vear. Bt>ih scenes i^utte K-yond the lilm's 
appaTent proie<‘t of "dem^KTati/in^' the Hepburn personti. 
Mankewic? would bter piiii bitterly with Hepburn after film- 
ing /jis/ Swmrffcr. Viewed in this light his succi^srtil 

eollaboratien with another strong actress. Retie Da^is, seems 
mure remarkable. 

Datis' presence as star Ijas its significance (beyond her 
wonder! u 11 y nuKlulaltsi pt.‘rfoniiance, great performances by 
tH'ing another Mankewicsf signatufel. As I intend to 
discuss the film in relation to the w^oman's film^ it is worth 


niPiing liMt lui- othiT aetrt'ss has bwti as vmahashedly devcvted 
to the genre as sher from tear-jerkers to murder mel^idramas. 
Ferhaps the two mosi pronounced features ol her star image 
are Eransgression agatnsE "the law- of the fathi-r'" and "mas- 
culiniU'" (both finding their ultimate expression in her use of 
guns in rirc fj’fffr and Beyemi Hjc fiin^sf). Her Iransgri^sions 
range from iilegilimate blrlh to murder as likewise her mas- 
culinity ranges^ from sexual assertiv-eness hi murder. For b^sth 
thesc^ k]ua]ities she is alw^ays punished, by death if she has 

1 Anonymuus quote Irom Kennel h L. Cknst's biographical filmtig- 

tLiphv on Mankewk/. FjcUpW IV/W This is the mAfun 

ri*f iTt'TU-e M1U rLfc* for this artit le. 

2 Geisi, p IM. ^|u^>El‘d from VmiWtw Kael's Krss kiss 
EkintLim IkHiks. 

3. Rir a hinl ol k-lankneifz's working reLationship w'llh producer 
Darrvl F. Zfmiick ^e Canuck's letter to the direclor on p 2] I of 
PicttiFir^ IVjW T&ik 
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killed, by isolation atid if 

her iransi^ressions are less severe 
iThf Old Maid^ Mr. Skeffin^ion). 
Here her Jrflnsprt^siMn is not only 
pursuit of career bxit her decision 
not to marry (a decision for which 
she is also ptanished in Now 
l^owycrJ. Mar^o however Hvi^ in a 
world (the New Yt^rk theatre 
mitiewl where these "crimes" are 
tolerated as are her mascuhne dis- 
plays of senuality. What separates 
r!¥ from earlier Davis films is thai 
it is bv her to the ide<v 

logical construct of “womaiij." in 
terms of si^stuality and behaviour 
thai she is punished. AU £rv 

sEands apart in the Davis canon by 
the particular clanty of its critidsm 
of llw bfCMder society that restricts 
women and by punishjpg the 
woman not for her transgression 
bul for cnn/omilny. 


OtNRt 

Etie's roots in the woman's film 
become obx kms if we consider the 
film as combining tw'o siibdivision.s 
of the genre: the "marriage vs- 
career'' drama, centred on Margo, 
and the domestic drama, centred on 
Kartm. although the latter's story is 
more accuraleiy a domestic irmu^ir 
(Eve's story, the film's third story 
line, is an inversion of the A Star is 
Biirri plot, Noiman Maine's ultimate 
sacrifice for Vicky perverted into 
Addison de Wirt's entrapment of 
Evel. Each is given scents or S4‘g- 
metil!^ devoted almost exclusively 
to her story' set in each instance in 
whaE could reas€»nablv bv calted her 
"domain." Margo's segments are undeniably the parly Uh 
min. minus the Karen /Eve bedroom dialogue and I he siair^ 
case scene prior to Margo's entrance) and the pn^st audition 
scene (13 min). The domestic drama developjs in iIk^‘ sceni*s 
set in the Karen/ Lloyd domicile. These total rtpughly min. if 
We include ihe rehearsal scene for Eve s ptaVn wt dearly in 
Eve's domain but concemi^d mainly with Karen's reaEi/alion 
of the dissoluEion of her marriage- (Eve's story dexelopis in 
Ebose scenes she shares w'lEh Addis^m, in thor^v domasn.s that 
are notably only fcmporjjnfy hers — the p^ist performance 
dressing and her New Haven lodgings). 

The film can also be desenbt'd as Eve's intervention in Ehe 
liv^es of respwtively a career wciman and a home maker, i^ie 
must note immi,xJiate!y that both w^omen are atypical of their 
respjective categories. Margo is more than a career woman as 
executive, business woman, etc. 5he is an actrt's.s and star and 


as such is an admiralion and envw tor many EFve for 

ipne buE piwsibly AddiM>n) Karen, tfiim a pri\ ileged tKick- 
gRTund tn rselt is matnixl to a successful playwright. She is 
fnx" Erom hnancial. dimmest ICj^ and [XThap^ mi>sl sigorticanflyr 
child rearing burdens (she and (Joyd are childless). lk>lh 
women would seem to be compa rati eel v fnx’ tjf patriarch v's 
dav-E4.vdav nppre!*sn m . Their atypicahty, howev er, only helf^ 
to underline the instability ot their pHisitions, as well as the 
sErenglh oE the idctdogical txmstraints to w'hlth Margin sub- 
miE*^ and llu* inequities of manlal relations I hat are reveakxf 
to Kart-n. 


MARGO AND KAREN 

For both Margo and Karen (Celeste Holm) Eve's presence 
raises Ehe issue of scKYely's conslructiiui i^f gender. Eve's 
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rtppHirfnt — hvr her Jeference, Kit 

^'ulniTjbility — ihnwinj^ inlo relief iheir conlrjiistinj; “mjs- 
euKnitv'' — Am^er, rethL-lltEm. independence tit lht>e;j^ht, dll 
E|Ufilitk^ !MLiciety dUeitip^s ki huppr<:«ss te keep ■w i.imen 
“in pkice/" Eiich is ^iven a scene in which ishe rebels 
MH. iely'sciinstr.iiinl5 .ind the men who dre lEs d^entb (howes er 
innEK'etit they ni.iy bi‘ their cnllMstain). Ktir Mdry^iv it is ihe 
pnirly, nne of the finest scenes of a woman's defiance in the 
I lolly wihhJ cinema There Mar j^o/ Bette D.i^ is puis tsn ma^- 
tnllLeiil dt<iplay all her masculine qua lilies. She geEs drunk. 
hghEs with Hill i verbally and physiLally>, is abusive to her 
guests all in spite of the protests of Bill. LU>yd and Karen. 
Karen for her pari has a matching scene later where she a 
l-lovct argue over his suggestion that he give Eve Ehe lead in 
his nvM play. He comrrtenis a| ora‘ puiriit on Karen's 'bitter 
cynicism '* She returns that it is Himething sheacquirt^tl when 


she discoi'ered little girls are di f ter ent trsim liEtle btiys, 
which surely can he read A3, her realization of the 
incquitiL^s of gender coiistruelion. 

In a film centra I ly eiineerntsJ wiEh Wiimen Margo 
comes (d^^ipile the film's fiEle) ck^'st to being its hero- 
ine. Not only are her segments greater in lengEh than 
Eve's or Karen's but tht-y art* Karen's art^ as much 
al^^mt manriagv asabt^uE tH*r and Eve's in each ease^cipme 
til K" dtiminated by Addison. Also Eti bt^ consideri'd are 
her indiMdual qualities; Margii. unlike Karen, has bravt.^ 
ly Eashioned a iHe for herself iiutside of marriage and. 
unlike E^e tl think we can safely presumed free of 
dupliciEy tier humanity has noh as a consequence, suf- 
fered as can be judged from her generosiEy tii btith 
Birdie Thelma Bitter and Eve- bo w hal's I he matter with 
Margo or {in Eerms of the dilemma the film presents) 
why won't she marry Bill (Gary Merrill)? One reason 
i besides Ehosceiiplicil ones — age different', jealousy of 
E^ e — which bas e their relevance), never made explicitn 
IS loss of autonomy and independence through mar- 
riage bhe comes nearesE to expressing her Eear in her 
post-audiEiim diakrgue with Bill. Alter their miisl violent 
arg\imenl Bill attempts lo make peace hut Margti refuses 
saying "Ehe terms are too high — unconditional surren- 
der." Mpjments later he w^alLs ouE on her a tier she refuse 
tEi accept his marriage propp,Js,tl. Margo's dilemma is 
beauEifully summed up here, To be a 'woman'' she must 
pi'ssess the male (possession ralified by marriage). 
A]Elu>ugh Bill ne^ef indicati.^ that he w^ould imp^ist' tpn 
Margo's independence, traditional marriage indicates 
Ehe possible rupture of her career. We can deduce thal 
M argil hersell has inlemalized this concepl of marriage 
tht^t s^msitivily hi proper ^ferninme ' behav iour mit tinly 
heightened hy Eve's presence hut Karen's, as the model 
housew'ife). AE the party a drunken Margo exprt*ss4*s htT 
resentment by telling Hill, al one ppiinl, thal in her house 
he's '"not a director but a gxiest" and momcTits later sar- 
castically referring to Karen as the '“happy htEle house- 
wife." But in a later scene she also lells us that without a 
man '%'ou're scjmcthing w"iih a French provincial 
office, .or a bxmk full of clippings." Thus she tolls an 
ominous knell to her career as her engagement celebra- 
tion when she tel is Ui>yd that she "finally Ixas a life" and 
there'll he "nti more mle playing on s^tage or off' (compare 
her exhilarated holding court w'lth her theatre 'family" in the 
film's firsi tlashback). Finally during the awards ceremony, 
we sex- a bitter Margo presumably now^ irLarried (she w ears a 
ring) seatexi among the audience as opposed to those w-e 
know to bt* still active in the theatre, seated at the honoree's 
lable. 

Belatei.3 to the ideological construction of the "feminine'’ 
w-oman tone might say lurking beneath it) is the tabxxo on les- 
bianism, hppmivsevuality posing a far more fundamental threat 
Eli patriarchy than a career. And logically tf Margo cannot 
accept her identity as a wonran independent ot men. then wv 
should not expect her to accept her potentij] for Lesbian 
di*sire. What I have in mind Ls discussion of Margo's "di lem- 
ma ' in teiTpis of Freud's Ihetmes on psrranoia following Rp^ihin 
WimM's analysis of Buff in his from Vktnam 
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Rolatod to the ideolt>gical 
construction of the "'feminine"^ 
vvomnn (one might sny lurking 
beneath it) is the taboo on 
lesbianism, homosexuality 
posing a far more fundamental 
threat to patriarchy than a 
career. And logically if Margo 
cannot accept her identity as a 
woman independent of men, 
then we should not expect her 
to accept her potential for 
lesbian desire. 


ft! According (ti rn-uJ'Si thi'tirieii, the pjrjrtk^id svmp- 

I. 1 S svilh L.i rvbdit fritm thi^ repri‘ssii>n 

Hilt MHU'Hiitk^i htimi>!it‘)tujl desire, for a moredeMili\J 
sitior tl^ Fraud's the* tries I wtiuld reler readers to the 
menEiniied essiiy to WiHKfs more rt^nrent f 

KiTL^ih'd ^rid p^irticuljrly Chapter 16 {^Thr Myrderous 
Cpiivs ') and dsdeMTipEion of Lomtllutiitnal hise\iiflliEy, h^miti- 
phohia Lind siKiety's amstnKtiitn maseulinity/leniinirity 
For my purpitses I will simply relate that the pafijniPid symp- 
torns ran read .is denials et the hjsie proposition '1 love a 
member iof my own w*:/' Ftvr \ljr|»e kis for Jake Li Mottii) 
I his takt-s [he prineiple term i>f delusions ot jiM lousy or 'I 
don't Kn )■ vtv Hiit hives Kve" (wilhoul tneresti matin his 
skill lit psychswn^iysis il is wonh nolinj;; lh.it the term “para- 
noid'" is lit least twiceapplii'd to MarptTby Bit! himselt, which 
w ould sivm lo Lontirm Manke wick's knowlt^ge of these^ tlH'- 
onesl I VL'ill exlract three M'^menls to hi^hli^Kt the develop 
men! t>E sympEoms 

■ « Thi IsTMtKJLxTJo^ Evcn before their ini rod ucl ion 
Mar^o is hwatv tif Fvc's prest^ce .ind has disEingutshed her 
from her other f.ins as 'the moiisy oiH'" (in contrast lo Marj^jo 


w^ho hiter dt‘stirilH's hers^^lt as a rat). Th.it Eve f lamn^^ton's 
conlrastmii; qualities are almady pf*.vivisJ hIS a thre.iE is sug- 
gostid by Margo's comically regal inlrosiucthpn and hor delib- 
erate misremembering Eve s name ("Miss Wi^rthingtoii'''). 
After Eve fuis won her over with the story* of her sad early life 
(whiLh >hrewdly contains elements onto whiL,'h both Margo 
timf Kan^n can fivl byt Asa her unabashed id*>latry, Margo 
emerges frorn her b.ithrotim in very feminine a II ire (make-upH 
shoulder length hair, form fitting suit! making a careless 
[evagger.iEed?) display of her legs, as she K^tids to niriL^ e her 
etiat comnionting(t>f Hill) "Mec.in't t.ike his eyes iiff my legs " 
This “demonsEration" for Fve^ still a stranger, can be read as 
Eht‘ paranoid deni.iE “I don't love women — I kne men (and 
they love me).'" 

THt PluiNi Cj^i i.. Eve moves intt) Margo's home and 
tslablishes herst^lf as Margo's ser^ ant/compinion, ihi^ servile 
nalure ot her dutiis allow'ing for the ami enient dis,n nwal of 
anv sensual undertones thal might attach lo the relaEitPnship. 
C>rie night Margo is awakened by the long distance iipTator 
with a surprise call place earlier by Eve in Margo's name to 
Bill on his birlhday (wkich Margo had forgotten). Her "‘suspi- 
cio^ns" are arousisj wdien Bill reveals tha! E%*e has btvn vMrrt^ 
s|xmding with him (he is in f kill y wen sd). i^ht>ne call and let- 
E*,irs art* Eve's obvious attempts to usurp Margti s place w ith 
Bill But Bill do^^s kiu>w of Eve's involvement in the call 
and (as he freely lells Margo) he had .issunuM lh.it she dicEat- 
L^d Eve^s letters, fter reaction is more logically I he first mani- 
festation of her |\iranoid jealousy: Eve's qualities of demotion 
and self-effacement (w'hich the phom' call and lellers can be 
fell to signal )p lo w'hich Margo fears Bill will hi,' attr.ick'd are 
actuallv I he line's lt> which site isattractc'd. 

Thi Pawti, While drunk, Margo's paranoia is given 
lull \ tTit, denouncements erf Eve (torrc^jxmdLng to the parj^ 
noid denial "'I don't love her — I htile her*') are iuiclapetsed 
whth vague assertions ol Eve's thrcvil (the delusions of 
cution that are necessary to justify the hatred). That Eve ewm- 
Eually divs make a play for Bill would sevim to ctinfirm the 
rationality of tlie threat. But il is Vlargi^'s accusations of fiiW 
(ivhom the audientv never doubts) that confirm her paranoia. 
Margo's underlying sexual fear is almosi made explicit as she 
del’s! rts tor he'd, lelling Bill that Eve would more ihiUt will- 
ing to “tuck me in." To Eve's wnlLing *“lf you'd like" Margo 
rt'sp^mds definitively “I usHiUn I like.'' Il Margo is ^xilentially 
d tragic hen^lneH (and wilh each viewing E bivome m^vre am- 
vincfd (hill she is) her capitulation to idet^logy's gendtT and 
si^xual rt*stramts (under of tijurse of tivervv helming weight trf 
American pa I narchydrea is her tragic tlaw'. 

C>nee the pattern i.s establishaf tif H^*e's upsetting the scxru- 
rilv of two women, Kanin's story is related in short order 
Once again the rupture is cen Erect on the issues erf iemminity, 
gendt*r and sexuality. Having devoted herself tolally k? 
l.lovd's carwr through the sanctioned institution of m.imagf, 
Karen now reaps the dubious reivard of having him turn Eoa 
vi>ungt‘r, more vulnerable Imt^re feminine?), mom urfcnsrjjd^if 
ivoman Karen hersi'lE tells us I hat sfu‘ has no "lalenl" loofler 
short of "lov ing your husband-" It is nalural k> asscpciale this 
lack with career, I he one Ihing Karen d*ie>n't have, I he very 
thing in tad that Margo ruptures to become "a married lady.'’ 
A woman's dilemma could hirdly bt' summed up K-ller 
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fVE AND ADDISON^ THE OUTSIDERS 

The htm's mosl tibvious It'sbLin signihers Jtt.ieh to Eve /Ann 
CE^e in nidseulme Jilirv with Mjr>!;o in fur ciul. Eve 
and female m KiihrujEn-s ualkin^^ amt in arm. He J. 

That ^\w ffUii^ht be eertainly adtis tn her "ityfsider" hiatus. But 
even disre^irdiny^ her "ie?;bidni^nn'' E\e is a sevual oulsiider 
as her ag;i^re^iv‘eni,'ss ti ilh Bill tells us ([.tmipate Marpj;t>'s sex- 
ual mtvkness with Bill?. Hex outsider status (in terms %yt gen- 
der, clas», ethnicity, possible sexual iirienlaHon) certainly 
allows Us lit jrjjjfcrslapicf her ambilion aitd even her dupllrity 
but any aUempI to make her the film's hemine is undHtnintsJ 
by Margo vvhis unlike Eve oi Karen earns nnt only i>ur under- 
standing and synipatbv bul our admiraliivn. Similarly, any 
attempts to resui her as mert^lv "evil” are utulermirnsJ bv ihe 
fart that her actions exprt^ss I he ambivalent ftvlings Ihe tsther 
women have for i>ne another. E\e's evident conlenipt for 
IC.inm's patrician i|iialilii's are n^tlivtisJ in Margo's commt.^ls 
during the party (she tells Karen a I one pinnt, contemptuous- 
ly "“Don't play governess'll As tor Karen her whole involve^ 
ment w ith Eve suggi'sts an attempt to unseal Margo, from hiT 
intriHiuHion oi Hve ito prove to Margvi that there are those 
who are less tori unate than shel, to her plol to get Eve on 
slage^ to her enigmatic smile as Eve accepts her award 

Eve bt'Ci^mi.'s most sympathi,'tic W'heiv she hersi‘lt is victim- 
ized by Addison /Ceorge Sanders. It is through Sanvlers 
iwhivsc* image as develo^Ttsi m ficiv’Cirr, T^rr G^rnsf a Fid iVtr< 
Muit. Tire rjcUirc iliirjair Cniif as well as here, suggests a 
contempt Iot heterswit'xiiai "ni'rmHililv"! that tht^ tilm ev; tends 
its e^ploralii>ns inti^ gender and st^xuality to include men 
Tw'o i^SM^nliat pN^inls aLH>ul Addisiiii must linked 

1. Ft is ambiguous poisiriisn within “the theatre'" a*» 
expri'sscd by his >imultaneims admiration for/ n.'se^nt ment 
t>f Ihealne^ Folk. 

2- His identification wifh wiimt^'n and hi*- n.'solting iriMx'u- 
nty abs>ul his manhosnl 

Mis identification with women is given to us during the optm- 
ing awards ceremony where caustic ci>mments aimed at the 
aged aLtor/ presenter are tollowed by tmore or less) admiring 
refertmces to actt'essi.si ef the pdisi. A later list ol theatre greats 
tto which he adds Fvel is also female (the list includes 
Margol. The linkage of this to his ambiguous thcMtn: pvssilion 
is n^veakd in llw party's exo-'llent stairiasL' scene. There, con- 
trasting relationships "the theatre'" are )uxta exist'd and sim- 
ilaritic^s betwevn characters are revealed (including an enig- 
matic vme hflw^iHm Bill and Miss fasw ell /Marilyn .Mt>nriH.*i. 
Although he does not *'loir' in the I heat re. Addison liere 
aligns himself as part of "we theatre folk" under the sharevl 
characteristic of "abnormality.'' Bill (the heterosexual male 
par excellence) i|iiick|y counters (to Addisiin's an nova nee t 
that ihe iheatix^ alw rtx|uires hard wt^rk, dcxJicatixJ, talent, 
etc.^ the lack of w'hich, we can deduce, have kepi Addisem 
frtim N^’oniing an actual crealive force Mvifror ihe theatre. We 
can further dtx.luce I hat he wants desperately to bt'long ("We 
theatre folk) and resents his exclusion (his column is knowm 
for its caustic commentary). His actor- proteges place him "in'' 
the theatre and the faH that they firv all w^omen underline’s the 
female identification. But patnarchy teaches men that “femi- 


ninity" is inferior to thosi^ qualities labt^led "'masculine" and 
must bc" iiiMFwntxi (a prKxx’ss Ihpil is i.'sscmce deslrovs his abili- 
ty to identify with women) Addisiin's continuing identifica- 
tion with wt^nien threatens his s^sruhty and must bt^denkxi as 
in a |x.iralli] prtH’ess .Margi> denies her mascuEinily /lesbian- 
ism Thus the ntxM Ui diiminate his pregegt's M^xually tand 
thus the link between Miss Casw^ell. vi hcK flatters Addivm's 
inanhi>od, and Bill whose brand oi masculiniEy Flatters 
Margi>'h sijiM" ot hers^^f as fn-mininel. In Eve's New flaxen 
apartment. Atidis*mS sud^len repulsion (''"VYhat di^ Vifu lake 
me for?” I is m^t btxause she has presumixi herself as an ixpial 
huf Kx'ause she has (in stiaring L»ntidenees) treatixJ him like 
another ivoman. one of the girls. Ehs Jertiai taki-s the prop-rly 
''mcHJie^ al” form of making her his sex slave 1 1 is confliHing 
impulse's ari‘ revtdiled iniimeiils later in the bedro^im as he 
altematc^s be^iwsvn asserting his ‘'masjiTjlinity"' iass^st iatiM at 
one poini ivith traditional American values when he 
denounces Eve for her "insulE‘ to dead serv ice men) and 
admiration for EveSaudacitv tchavlising her lor a lie that was 
"unworthy" oi her) Perhaps Addis^m gives us a hint oi tht^ 
quatity oi their subsesquent relationship when he dt^^Tibiw 
her op-ntiig night as night rtTiiembtT'' and lells us thal 
she "gave the performance ol a liletime.'' As il is alsi> the 
night that he takes p^ssewsion ot her he is not nt^osnirily 
dewfiblng hiT theatre pTformaiice ^ 

The L-jikliMg ol I've (triTm Ihe return to ihe awards Kinquel 
to the tiiiLil Si'ene in Eve's apartrnent) conv eys an twer\A’helm- 
ing stmse lfI toss and emptiness that contradicts completely 
the di's^ riptLoii ^'of'nJit/ art " The emptiness can bt‘ explained 
in terms ol Fi'e^s (mlv ernplv triumph, all she has dtSilrt>vcd 
in her pitrsuif ot automimy only to be entrappxi by anotlwr 
of palriarchy's xovuliI . gender victims. The si^nse of loss is 
centred on the ruptun,' efI Margo's cartX'r and Kart‘n's mar- 
riage The iitm hint> that pTh aps not even Ihe friendships 
have survived rt>r though scMted at the same tLibie to two 
women are ne\ er st^en speaking and Margo brushes past 
[jEwd without speaking Em her w^ay to cimgratulale Bill. But 
the Etna I ttvus is E>n a/f women as the mulEi-reflsxtLxl image oi 
the girl l"hEH‘he^ clearly tells us. If there are hiindrtds tif olhcT 
"pvx«^” Ehev are als^i all %ictuiii/txi bv pitriarchy iPhEit^be is 
ob^’it>usly next in line lo be ensnared by Addison), their 
dts*irt' tor auhmEiniy and expression corrupEcM by stwiety's 
cIhiss. gender and sexual iniX)uilies. t’)ur stmse ol tutiliEy is 
counlered. I think, by onlv one eharacter. Margin, whima I 
ha\e descriKM as tragic. As I have noted MargEi is 

seati,xi among the audience during ihe awards banquet sig- 
nalling her currxmt exclusion fn^m '"the theatre.'" VY^hethi r her 
career is over we are never told but she is now si.>atcx3 whEh 
llupse whii are iieiE creaEtvelv ins’olved in the theatre, each of 
whE^m IS intrEHiuced bv a camera pan Irom ihe prevuiusly 
1 n E riKl u ced person ( Ma x E mm Ka rvn from Ad d isi m ) thus tx>n - 
nix ting I hem as M-ated at the Stime table but als^.^ as non-cre- 
afive. Mil rgi I/' Dll VIS is intriHiuccxi last and by a ciiF fas belits 
alsii FXrvis' star sfaliis) thus sc'parating her from the other 
three (until nsenllv I thought she was seatts.! at a separate 
(able but the film's opening track across the dining roo^m 
reveals she is se^atcxl with the i>l hers) The an^biguitv ^^upplicsJ 
bv the I'd It mg suggests si mu Itanetnisly the possible lossi^l her 
carixT but also her pilenliat relurn to creativilv- 
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What follows IS a revised 
version ol a paper I gave at the 
1591 Film Studies Associaiion 
Conference m May at Queen’s 
University. I was motivated to 
deliver the paper by the 
profound dissalisfacEion and 
frustrahon i have felt teaching 
a Women and Film" course ar 
Concordia University for the 
Iasi rwo years In so doing. I 
hoped 10 iniliate discussion 
and foreground ihe risks lo the 
lemmist movemeni of 
appropnaiion and stagnation 
resulting Irom the loken 
introduction of some 
lemimsms within the hallowed 
walls of our universities. 
Granted, some departments at 
some inshtuhons have 
accepted ihe femmisi challenge 
more enthusiaslically then 
olhers My own experience, 
however, as both student and 
instructor at several yniversi- 
fies m Vancnuver. Toronto and 
Montreal over itie last decade 
have served to remind me how 
much still needs to be done if 
we are ever lo translorm public 
education m Canada * 



Women and Film 

TEACHING ACROSS DISCIPLINES 


h M II f j / w M H u r g e s s 


Thi' Linarv 3 which was rndny 

vt'drs K'lorf f inhcntt'd' il. dims lo mid- 

Jk^ v'LS^r lilin siudiii.% studt^nts In Ehi.' birnadi.^t 
ol film dirt'etnrs in. onv Ehirttim 

wwk st^sum Thn k‘mmi?il instrui - 

tur wilt smilt* tn ht^rst^tf jnd v^ondtT whdiE kind 
Lil '“nvnrviiw ■ iif lominisE .lppf^^.lclH"^ lo filtn 
pisNihlc under thew cjrcuTnst.inGL''S. l-ur tbtise 
who dt> ntH immedijtely tipproci*ite wiiLit a 
EEicitiktL^s prop'll Ellis is, I hii|v ih.iE rradin^ \o 
Ihv vnd uf thin artii.'lv wil] t-nh^hrtm them 

1 V%'hnn I lirsE tunkinp htr w tirk in MonfriMh I 

Mid hv Ehnv iJf»pjrlinMnls C ( H^Uird j.> 

Uni vers ilv JiUmv Eh^l ihfv .ulrvady h^id a wotniin^ 

fiiTti *ind ctfcni^vjuiTiiElv ] sh^nild inlht^ tipplv vlw^ 
nr di'SLpn j JiEft?T«.Tit lyp" of avursf 
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Thi^ in him coiirst^s difficult bec^iuse 

thirkvn OT Cif I inky) twenty-six weeks .ire dll [ine ha^ in emi- 
derst' years n^ leminisl iiit|Liiir\ and praeliiv. The shivr niim- 
bers et biifpLs and arlieli,^ publiNhixl in the last ten years by 
tennnist thecprints in I hi' tield ot film entidsm alone, as well as 
the j^nm in^ rumbt^rs L>f films made by lemiiiists, attisit h> the 
sjxt.d a I U'hieh this "Stjb-disi.npiine"' has j^rowm ^ if suKW'ssfiil, 
the li^urse will engage studenis in a different episfemology, a 
pereeptuai shift' requiring a lot ot effort for some tn (he 
ivorst eases, this \^'ili happen wilhnyl bem^fit of any suhstan- 
lial rediifiireemenl nr cnmpiemertarity in other courses, 
except where students are enrol ksi in regular wismen's slud- 
les programs. {kemembiT that outside iri them, I he rule is 
erne, at two li-minist course's fixT department ) I suspect 
thnSt this margini=il status for feminist courses, while it may bt‘ 
the result of hostilit> on the pari tvf eurrieulum committi^- 
members, is most proKibly dui^ to di lack of understanding ot 
the terms ot hTninist inquiry and ifs consequent demands for 
fundamental transformations in existing ptxiagogieal agen- 
das. Fcnr this reason, 1 have di'cMdi'd to di'si titH' here hi>w' a 
temin ist film cou itm- mi ght bv^ st ni ilu rtxl . 

Feminism demands precisely that the terms of totalising 
discourses w^hich exclude and silence women as the repressed 
term of the h^mier's ututv, hi'- ituwogHihd and changed This 
IS a demand tor both epistemological and melhodo logical 
revisions tt> existing teaching practiced: tis critique existing 
appnviches li> film sliidiis, to uncover the discursive praiiitx-^ 
i-xcEiision evithin films, and to suggc*st new approacht^s to 
n^pa*senlation b.is<d on political awareness and critique. 

LIMITING THE FIElf^ 

At the very outset, the ironic course title ^ Women and Film'’ 
suppresses the terms of feminist inquiry which art* feminist 
litmmaking and feminist film theory, by suggesting, as all 
'■Women and " formulations, that w^omen are extra rK'ous lo 
a previously dehmiled field, a sort of afterthoughl. hastily 
added lo Ihe terms of an otherw'isc^ complete and unitary 
obgxir in this case film studiv^s. For so long in fact did this atti- 
tude in film studies prevail, that it became as comfortably 
familiar as if it wvre airrixt. The quiiNtions fxjscd by films and 
film theory alike scvmewi to be the obvious ones and the field 
was abu/j^ with creative research. Things continued in this 
way for a very long time, even tlutugh in the l%(>s wimien 
started lo mc^^’t and raise their consciousness. .And even 
though^ sometime in the late lU6tis and early l^7(>s these 
women with raised consciousness started to ask questions 
iihout thi,' quc’stions that wx-re liH'ing asked in film studies, as 
in ei ery^ other academic discipline, 

The unity of film studies as a discourse has bc'tm pur* 
chanxl at the expi-nsi^ of Ning able to revogni^^e its own com- 
plicity in the conslruiiion of sexual and radal difference; and 
the miwt significant challenge to this apparently stable and 
unified field has been posed by feminism. The traditional 
scene of film studit*s promotes the kiew^' (1) of women and 
non-iivhite men as peripheral to the mam action (in all aspects 
of film productiim), by pnvileging meaning far them in film 
interpretation. Conversely, feminism recognizes the very 
impi^rtant role the rc^pn^stmlation t>f sexual and racial alterity 


plays tn the constitution of hegemonic (while) masiuline^ sub* 
ji'-ciivities, in lilm and in talk ahtmt film, Creating courses 
which liHik at 'W'oman rouf Film' rtxuperates the challenge 
posed by feminism by re-inscribing sexual alterity inlo a 
dominant epistemology., as oppusxxl tcithe more radical min v 
ni changing the terms of its own sexist discourst*. 

In this way, gender constructs am left intact Hut reres.! de 
Laufentis has argued that gender cannol be assumed ti> 
derive unproblentatically trixm sexual ditf i,-ri,rii i> loiatixl in 
biidies because it is not a property of bodies (Teresa de 
Laurtmtis. It is the "set ot effects produced In bcndies, 

behaviours and si.H:ijl relations'’ by the deployment of "a 
complex political technology," CVlichel Foucaiill, cited in 
Tert^i de Liurentis, t^7:3). Gender exists hefarr sexual differ- 
ence as a categi>ry into which ive arc placixJ. As d^- l^ureti^ 
argui’d in Qvidcr, the gender system is repro- 

ducvxf by academic iliscourses, feminist or otherwise, which 
do not Interrogate itsprix/wLfinw, but rather assume U as a \ ir- 
tually unnu'diati.d ''fact’’ of Kxli ly difterence. "Women and 

formulations leave the female category' of the gender sys- 
tem (and by implication, its male counleqxnnt) unproblema- 
lized. By its inallenlion lo iht^ production of one ol the terms 
of lIu.- gender system, this !ypt‘ id generic title imbues a lalsc' 
universality to the socially and historically cisntingenl mean^ 
ings which are assigned lo gendered calegorles i>f human 
beings. 

ol my students come li> my classes belie%'ing fully m 
the piTipherai role wtimen tx'cupy in filmmaking and film 
criticism. They are not interested in the yarious teminist 
approach!,^ ti> tilrit dtxisjmg whieh tht'iirize how film dis- 
course's work to tK elude non-male, non- white subtectivslies. 
They have come for the "Women and ..." approiieh. I want to 
give two exarnpk^. hi>th of which made me realize how futile 
it is to raise consciousness alone, in a token course', without 
the support of all the resources the university has at its dis- 
posal. One of my students pniposcd a paper abttut women 
and film svxstt's, preferring lo conduct her research by the 
usual methiKis used to examine women in the indusiry — a 
sort of great women' version of the 'great men' variety of 
scholarship. At bt-sl, this nqui'St repri-sents a st'arxh lor ri>le 
models of i^ne's own sex, and identification with ''strong'" or 
successful u'omen. At wi>rst^ it assumes that gender catt'gipfiz* 
ing lolkm's a natural order, and offers hofx' for social 
change short of the individual pursuit of ‘'excellence." This 
again leaves the sixial mechanisms of oppression and privi- 
lege, those which traverse and inflect gender., unqui.s>tionixJ. 

A more disturbing example is the paper proposed by a 
student who wanted to write abeiut the set dt'sign in Anne 
Claire roirier's Mmrjrif fnc-frfc (Scri'um frorn .Sih'ncc). This stu- 
dent Wi^h molivat^.xi by wime misguided notion of the "proper 
way" to approach films; in this case pnvileging aesthetic and 
format concerns nf /)ic ca|?c;rs«’ of content. This request was 
particularly di.sturbing to nrie given tliat for the Eilm in ques- 
tion, I had talk^.'d at great length of the intimate relationship 
bt'twet.'n Poirier's aesthetic strategy and her political obgiclive 

2 . will IxxL’irne evidt'TU in this article, It Is my conti'ntkm 
thiit tenvinist lilm pnidLittnm And Ihtxiry desc-n-e to be ciinsidertd 
AS j disciphrit' in their own nghi . 
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ol i:ons4:njiJsnt‘s?i r.iLsing — inrtTrogflting 3nti dumyf^tilyipg 
thf pht-iUfimt-iiiin ol Hut il wv tvlii'vtf, js this stutlenl 
JiJ. thflt Uw fii'IU ut HLin wa^ jdi^ujtcly miippi.'d tnal 

bi'li^re thu rtd%\‘nt ol k'minism. tht^ri whv nsX .^ppritj.iti\ Mtmhr 
ii fue it'ir AS .1 c^irL^l^ul cnlLi^e myn.id .it*sthetic dt'cisit^ns — a 
mri^Irrpii’Cr td Hr^> htian cinemii prL>duLH'd ri^ht here lIE 
home? Whv mkiKi%l whi'kt il mvEins for us iis 

^vomeiij And hir our stKiuty as n wht»le, or index'd whji qu^iEh 
tk% iis r.ipt‘? (Reimember iKlII MiTlIy liiiskell wvnt so ^l^r as to 
fiipf wilhiti the lory iristitulion of cmem.iJ If the 
field: of film rest^irch is withsmt teminist eonoL-ms. 

lht‘rL ^hy mdts-'d discuss the very tjuij^ible ri>le this film hfls 
pLivtd lL»r airiM:k>usni“ss Misiiifi* in Quebee .ind elsev^ hem? 

CONSCIOUSNESS RAISING 

VVh.'tt is A\ sE^ko in .1 feminist aiurse is ihe possibility of leech- 
ing sEudents htm- to make of stpme of their everyday 
evpiTienees of genderj teaching them to think criEically. by 
httt>ming L^insL'ious Epf their staEus in ihi^ world as members 


of ycFidsTof ta Et.'gorii.^ ul human heinj^s. In a film ci^urs*.', the 
object is to leach how film repr-^nfuces those caE<.*)^ones of gen- 
der, and how' students fas all iyf us) are as im pi leak'd in this 
prtHX"sSr ai^d liiia lly ti> thes^ri:^e some of I he consei^ue nces. 
Teaching feminist courses is not a jt>b fEir disinten-sii^ au- 
demits. It IS part of the spectrum of feminist strategies we art' 
appiving to I he transformation of society . As such, my first 
priority as a feminist instfuctEPfr regardlt's.s of the dej^'karlment 
I lind myself in, or the title of the course^ I am leaching, is to 
raise corLSi^iiTUsms^s. To make mv students, both w'omen and 
men. awarc' of I he stjcial and discursive practice's, including 
n^pre'st^nEahonal practices, which have shafksJ I heir lives and 
which arc' in a large sense deEemumng the future's iUcy can 
hi,>pt' lOT 

hLnsing or changing ainscitiusnt»ss in 'gendtwd" individu' 
a Is cxsnsti lutes I he firsi step Upward siicial Eransformati<,jn. The 
fundamental relationship betw'een feminist consciimsness 
and leminist puditical practice was explained by Teresa de 
Lauren El s as a disposition Eo action' in htT essiy 'Si'miotics 
and i:v|H'nenci'," (de f^iuretis, For that argumenh she 

was inspired bv t alherine McKinnon's article entitl-i'd 
'Feminism, Marxism, Mel hod lind E he Stale.” Lhe lollowing is 
a kev passiige from Ehat te\l: 

To Sii v I hill the pi.TSipnal is ^Hilitical mearLs Elial gender as a 
division of pcm'cr is discoverable and ven liable ihnmgh 
wnmen's inlimate experience of sexual obg'cfificati^m, 
which is di^finiEive cif and syni>nymous with women's Lives 


as gender female. Hriis. Jep fcrMJFifsppi, /fir jvrsEPPiwf fs E 7 Tfs/nm>- 
/uh:icji//v fftc pMiiuii!. jiwd ifs cpis/eptiohpyv iFs pntiiks 
iemphasis mine) ^ 

VVhclher il hi' hk'llv Hritdan's 'problem Ehal has ni> name, the 
rc'giitati^>n of s^'suality in Hrfh txmtrol, abort lEin. compulsory 
ht'teros4'xuality and rape; or 'difference' and I he varii>us ftx’h- 
m>lE>gLi's w'hich engender us i^f difference; I he practice of CR, 
in its evt>lving sophistication, has al]t>wed us to identify these 
problems as problems and to act Eitii Eht'm. (Indc'ed, i>ne can 
hardly talk abtnil the importance of the 'pv'rw™l lestimony' 
variety ^>1 leminist docu m en t a ri l's without reference to the 
'epislemic privik^e' ^>1 lived experience in lemimst ihetirv# 
e^en w’hen we are aw^art' of I he w^ays in w hich all knowk-dge 
is d isc’Ufsi vel V a>ns! ru cted . ) 

Teaching fctnitiiht film courses tisday without integrating 
discourse thex^rx is untenable. Rut N^'ore I twen begin to Eiut- 
tine in my classes wluit discourst* is, how it positions subjec- 
Eix'itii-s, and hEWV ihi-SA' are articulated m collectix'e notions of 
ideniit\% I have U* begin by kn^ating the slndenl: lt> make her 
or him aw^are Eif her own. or his ens n, IcK’a- 
lion with rc^pts:t to privilege, to oppres- 
siE>n and the grand negatives of "biologi- 
cal' gender and racial difference. If the 
student can grasp these' ideas, then she ^>r 
he is in a position to understand simre i&f 
the varii^us theoretical accounls of how' 
films articulate, mimic or ironi/e these 
mechanisms of subjectivity This is what I 
mean by raising cimsciiiusness: raising the 
problems articulakxJ by lemiiiii.sm which 
can Eht'n he discussed w'lth respt'ct k> the way's in which they 
have been taken up in Him prEsiuction and film studies. 

FEMINIST APPROACHES TO FILM 

Feminist Him makers are informed by developments in femi- 
nist politios and fhixiry. Their films are jxiint^d interx entions 
into public cIihtout^'s, feminisl and hegemonic, and ni.s.'d to 
hi- addri'sstxi ivithin this context.'* Lei me suggest then a dif- 
ferent set cif courses under the rubric of "Feminist 
Appnxiches Iv Film." Typically, intrtKiuiltiry ctmrM-s wEiuld 
provide some feminist theories as contexts for discussing rele- 
vant feminist and ntimfeminist films, while advanced courses 
would ft>cus more narrowly on kt.'y thi'tirtlical and practical 
reastms. Consider this: Sally Potter's film Tkf* CaiW Ofy.ycrs is a 
classic, it such a wx^rd can be used, of contempt^rary^ feminist 
Cinema. I alw ay s s^iie it tisr the end of my course because of 
its complexity I v%-aiil to give students the K'sl chance at 
undLTstanding its problematic This means that I must intro- 
dui.'o them to Mk'ialist k-minisl acoimnls of women's domestic 
labi>ur and laVniur in Ihe market ecEinomy, psychoanalytic 
feminist acci>unts of the place of woTnan's image in visual 
L^cimi^mic's i>i 'male pleasure,' as w^etl as pro\ide them wuEh an 
intnisluction to pc'rlormana* an. Fresuniably* this wi>n't bt' 
the first expx'n mental film they set', so that asptxt sif the film 
should U' siimew'hat familiar. If I show a different film each 
xvet-k, and each sutficiimlly different from the others as to 
provide an iwerxlew of "w-Etmiim and film.," hi>w can I pfesi- 


Feminist filmmakers <ire informed by 
developments in feminist politics and tlTiet>ry. 
Their films are ptiinted interventions into public 
discourses, feminist and hegemonic, and need 
to be addressed within this context* 


93 


* 


c J lien 14 / 1 1 kffi fJi 


bJy Jn tsi filtn isr audii'n^v <>( Lir^cly inesjpvn- 

t'nc^'vJ stuiJcntN^ E^ un my bt^sl ^^tudLmt^ hidvedillicully with it. 
This him, jnd mjiiy olher k-nilntsl 'iiljssics' tu b*- 

iFL'jU'd in drplh. \i>r shuuld iht^v ri»s4,-rvi'wi h>r Hi 

si'miruir in dnd Eilm/ s^hould the depd ri- 

mer E hdve one. There are simply liKS mdny le bi^ suitieiL-nEly 
reprt.-M.‘nted ihere eilhrr. 

Thi- priibleniHitic iif EiuE|jfiin>; the difkTent feminist him 
pr^itlia^dini thwiru's might first .ippt^ir in lend sist'lf Eiva his- 
l^>ncdl iippr^vieh <.>ne beginning pt'fh.ips with the sileiil lilms 
nt \el] Shipnidii, Alice -tiny iir Cni-rmHiine IKiW^nd ciitmmdt- 
ing in the I lolly w<kk 1 nl the Lise decide with ihe work oE 
LStmnd lX*ileh .ind Susan Stndelman. But this lejV4-s live cjk- 
gurv ol wtimen' unprEvblemjii^id w ith rt^pivt tEi the myrliid 
i^hEterena«s ivithin women, In other words, this .ippri^Kh does 
not mvestigjie the eonslruktion of gender, it leaves live lemvs 
ol the "WEimaiv aivd ... tdllaey intjcl. The ealegory of 
wtmveiv' is not uni Vergil I low we anne to know ourselves as 
w omen is effectetJ by our expenenees of. lor e\.invple, hi>mo- 
phishie, racist Jiid class evclusLEvns. Like the E.4ivemd Hc .vpinkira- 
lus. itv-hnsilogK^ i>t gi,-nder are broader than single levts and 
tilms which constilxtte but single elements oi Lvrger discursiv e 
airrents through which we are en-gendered in everyday life. 
C hiVnging ot raising ci>n.S4’iiMJSiH“ss rvt'v’i.'s.sitati.'s the discivurst^s 
ivt elhnographv, o.>lonialism and racism: psycho^malysis and 
patriarchy; or science and Empiricism, tor the ways in which 
thev come ttJgelIvkT to posit ism w^Eimen m ditterenke tiiv ihffcr- 
etr/ reLitiEins to live archetypal Woman! 

Rather Ihan prtiposing a chronoL^y tvf women dirtsL-lors. 
Feminist ApprEiaches to Film ' wimld be tvc^ler sieved by an 
inierieviual nveihodology^ organ i/i.^! around the problematics 
ot' l! interriigating the differences among women expressed 
in hierarchies of privilege and penv'er, and 2 ) inteffogaling 
how ihtr^" d it ieFenct^^i are constniCti,sJ in represeTitation. For 
example, I like itt teach Trinh T. Minh-ha's NffAiolT S^wctsi Ln'injc 

0 in coniimction with Arlene Ikiw^man's Nihwfo Talking 
Piitun^ or 1 raeey Moffat's iVne Ca^oiirt^d Cirh, discussing 
them m relation to the literature of the colonialism and ethntv 
graphic represtmlation I may use tor this the le\l of Tnnh T. 
Mtnh-ha herst^lf, or those' of Mary Louise Pratt, laintsi Cliff ord 
ivr ^-veti Kdward ^iaid- And 1 don't teach this topic in istilalion 

1 m.iv relale il to Maureen BlackwiMKl and Isaac Ju lien's Tfu' 
/^fTssjoFr e.r Ki'FFrcnibrjjntc, bivause it is abivul rcx^laiming iIvevsi,- 
discuufses. and undersianding the historical conlingenties of 
any raiiai stercsityping, "^Vhile this strategy allows me lo posi- 
tion the films in relaEion Iei the hnxider di.sk'ours*^ generated 
hv European imperial ism it still privileges the analysis of sin- 
gle Sfitm) lexts. It "Feminist Approaches to Film ' w^ere given 
the space to breathe and grow, then eventually feminist 
mstrueiivrs. along with their students, could altord the time to 
ru’-think the n.>le of cinema in larger discursive envinvnments. 
Giu liana Bmno has pntxiuced a marvellous example ot this in 
her forlhcoming hook 'about' Elvira Niotari, a prEilific silent 
film dinviivr in Italy, w'iiK ht) features and over ItXl diKumen- 
taries ti> her crvviit tvtween t40h and 

In a papt'r presented a I York Universitv last fall calkH^ 
'^Street walking: A Woman s Cinema and fhe Urban 
I rand scape," Bruno kniked af fhe sites of spectalorship for 
Notan's films in the Xaples Areade and Cakfia, the Nnipk's 


train station and in live xtri-el.'' In each place, sheexamint's the 
l-Ktssihilitii-s lEir women s transgri^ssive pleasure, a pleasure 
not accountesi tor by the usual structural or psychsianalytif 
accounts of narrative pleasure Contrary to the privik'gisJ and 
inti male relatiimslvip fxustulaksi K'tvvi'x^n tilin and spi-VtatEif 
in the thixTries of Mt4/. Mulvey, et. aL, Bruno mlemogali's the 
nomadic, c<vliecrive expt'rience of reception in the Arcade, on 
the trams, and in the strL^et. and nva|.vs women's tradilional 
rt'Li E lonshi p li> these pkM'Ff siti-s in order thisirire/inv'iL^niE 
the notion of transitive desirt' In this sc'nse a htnik 'alnvut 
Elvira Notari is sivmewluvt tvl a pretext fiir In^'estigating the 
public circuLitiivn oi tilni and live problematic spcHtatnr- 
ship. 

t-Yn the either hand, Meaghan Moms. In a fiapt'r prc'sc'nted 
at MtCall Uiviversilv last w inter, lus map^H’d the iconic tigurc 
ol King Ktmg into tales ot gentrification and the rv'siilting 
invTeasc' m homelessness in Sydney during Ihe I'^KK.*’ lltTC, 
the feminist priibiematics ot gender, home and representatiEFrv 
were WEiven together nirEiund the advertising image of Ihe 
hapk^ss ape akvp a lower slatiM for development While the 
specifics of that papi'r are beyond the scope ol this arlicle. 
Moms' approach is nevertheless ivl inlerosl. Inti^rating in htt 
analy sis of gentrificaliori the w ays in which cinema prusduces 
Icons, images, and pv'rsonas w^hich then circulate in poipular 
culture with some rather surprising constxjuences, Morris 
providi.'s a fine i.'xampk- Eif how hI "F'Y'minist AppnMkhes to 
Film ' ctFurse covild K' successfully taughi 

CONCIUSION 

The field i;vf feminist film prtHluclion, criticism and thtsjry 
grows in diversity, convplexiiy and iFJiw/lvr.K each venir II is 
ptTK.ips tht' mosi rhaltengmg and fastest gmwing area wilhin 
the field of film studies. I lowever, the commitment lo exarn' 
ining or promEiling thi'se developments in the cLassrooms E>f 
our universities lags far bn'hind. TIh' n^ult is often bum-out 
for the few of us entrusted w^ith so daunting a task. We are 
thirty years into the miniem incarivatitvn of the feminist move- 
ment, and feminist film coufM-s continue to given sti liltle 
time, whim there is mv much that must be covered. 


3. CjEheriTTe Mii'Kjnmvn. “R^inism. Marxism. MelhksJi. and thi' 
Slate: An Agendii (or Theorv," EXpnnled in Tlic5i^#is W'tmtri 

OlfJer JWd StitcfffPS^lFp, Hli/ahi-th Abel and Emily K. Abel (eds.S, 
Universily t»f ChLuago Pres-^ Chik'-vg^ji and l.'i.mdon. l'‘i!li!l. p 247 
4 Another important conlextuji lining ispiXt ot leminist film is thai 
a gLxvd dyat of ik is. tetninisk videol While video may hi' ihi^ pxsvr 
cousin to mainfhlream: or high 'art' E:anH.m.s^ it n for wiHTien withciul 
benefli of jdts|iiate funds nr tor women with specific skralegit 
needs, !hi-ir pMemxl mcMns ol expression. These w-orks sh^iulJ bt^ 
inlegrated into fern mast film courses, espc^cially here in Candid 3 
when? vidrtv is a dev ek^pixl praciice revEigni^ed by oommitlevl criti- 
cal wnters. 

S. "Feminisms m the Cinema.'' AU inliTtiatiEina] contervnee held at 
Visrk L'niverxily, XEivemhiT ISNIF t)rgano:ed by l.aura lYi'tn^piiEsk’i 
and Ada Testaliiri ot iIh' d;epiirtment of languages nind E.inguistics 
h '“Life as a Ttflanst " txiper pteserted hv' Meaghan Moms at 

.Mciiill Lnii'ervity, March bp^nsiired he the Com pa rati vr 
t .noralurv Opt 
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The precarious LLUIMIvT 
dilemma inherent | ^ ||| | | Q | 

in a politics of 

identity caught between discourses of 
authenticity and the 'technologies of self', 
is the (contradictory) cornerstone of the 
feminist movement, at once united and 
fragmented by difference. 


Film 

Xheory 

CTriticisin 




